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The purpose of · this thesis is to encourage the proper 
use of good sacred music in worship .. 
It seeks to bring to its reader an appreciation of the 
worship value in music and to inspire if possible in 
him a longine; for the use of t his fine art in his own 
private and public worship. 
Chapter l 
The savage worships chiefly through dance and 
song. The monotonous be ~t of the drums, the swell of the 
music, the rhythmic movement of the dance, the fact t hat 
many people are participating in the same action , he~ght e ns 
his religious feeling, ·While the quality and range of sav-
age music differ in various regions, there are but few tribes 
which can be said to be indifferent to music. Of many 
of them it may be said that music accompanies every ac-
tion of life, and that they have a largely developed love 
of and capacity for it. Work is accompanied by a nging. 
Men on the march keep time to song. #"Before a fight, as 
with the Maoris, war songs are sung to work up fury fpr 
the battle". They are innately -musical, and easily pick 
up our tunes to whistle or hum them. Tribes unde r Mo-
hammedan influence have even adopted a native fiddle, 
marriage and funeral feasts are accompanied by music. The 
Fuegians, the Bushmen, and the African Pygmies sing their 
songs, beating and blowing their instruments. Many Afri-
can chiefs possess orchestras consisting of twenty to thir-
ty players on drums, trumpets, native pianos, bells; 
rattles, and zithers. The Figian and the Javanese or-
chestras consist of gongs, Jews'. harps, bells or Xylo-
phones. In some cases care is taken to tune these instru-
ments, more often, however, noise seems to be the end sought. 
·11- Encyclopedia of Religious and Ethics, Hastings. 
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They wildly shout, and play their cr ;_~ de instruments, ex-
citing themselves often to the point of utter exhaustion, 
in endeavor to please their gods. Among the Musquakie 
Indians a man always takes a drum with him when he goes 
into the forest to pray, and keeps tune on it as he in-
tones his prayer. In sacrificing, the Kenyahs sound drums 
to keep away from the worshippers all sound but the words 
of thelr own prayers. With the Zulus, songs are sung after 
the silent sacrifice of, and feast upon, a black ox, to 
cause rain, and also at the feast of first-fruits. During 
the ceremonies of healing in connexion with the Navaho 
sand pictures, chants are sung by the priest and the of-
ficiants. With the Menomini Indians, where the Medicine-
man is curing sickness, he sings and strikes a rattle, and 
his assistant beats a drum. 
It is interesting to know that some of these songs 
are made of words unintelligible to those who sing them. A 
feeling among them is that words not in common use are poet-
ical, and hence are for use in songs. For instance, in the 
Bank's Islands there is a poetic dialect of Archaic or 
borrowed words, or of contracted or lengthened words. on · 
one side of Mota, songs are composed in language somewhat 
like that of dana, and vice versa. The Formosan priest-
esses had a jargon of their own for their chants and in-
cantations, unintelligible to the uninitiated. This is 
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analagous to the fondness for hal f-und e rstood forei g n or bar-
barous words in magic and in religious formulae, as is s e en in 
Greek papyri, and in Gnostic documents. Some of these words 
may be mere musical sounds, as in our use of the vowels in 
vocalises, or do re mi etc. Some of them have passed from 
mouth to mouth incorrectly until t heir first meaning is un-
known, and some · of the words are now so old .that their former 
meaning is forgotten. Emotional and religious formulae often 
thus persist when words and symbols have lost their signifi -
cance. 
A scientific examination of savage music is a 
thing of recent date. By the aid of the v.tctrola it is now 
possible to obtain permanent r ecor ds of these tunes, so t ha t 
they may be carefully analyzed. Savage melodies are never 
long, They consist of a few notes, and this phrase tends to 
be endlessly repeated. Besi des our half-tones, quarter-tones 
are used. A primitive peop le like the Veddas have t wo-note 
songs with a descent from the hi gher to the lower tone . Other 
songs have a third note of a higher pitch, and others, again, 
have a fourth note, usually a tone below the tonic. Pre-
historic flutes have usually a range of the first four notes 
of the diatonic scale. Among some savage peoples song is 
only a species of rhythm. Melody rather than harmony pre-
dominates, although harmony is found among those as low as 
Hottentots, and Fijians. 
Most savage poetry is made to be sung . It is 
said of the Melanesi a ns that they have no conception of 
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poetry without a tune. Their finest songs are sung without 
accompaniment, and are of the nature of dramatic, melancholy 
recitative. Generally, however, songs are accompanied by 
clapping, slapping the body, stamping, or by an instrument. 
Even when singing softly to himself a native will play some 
instrument, or at least clap his hands. 
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Many songs are composed on the spot by the in-
dividual, others singing the ~horus, a line which has been 
repeated by the singer. The song may then be closed by a 
long-drawn shout or cry, as with the Sakai, Among the Ba-
Mbal_a, , men and women sing alternate verses of a song. The 
Eskimo has stories in which we find metrical parts, a song 
which is sung by the teller of the tale or by his listeners. 
"All their religion consists mainly in singing" says LeJeune 
of the North American Indian. The words are often insig-
nificant apart from the melody. Frequently they are mean-
ingless because the original meaning is forgotten, sometimes 
because they originated as mnemonic syllables or ejaculatory 
refrains, or as pure nonsense. It is the common thing 
for an Indian song to require a story to explain its mean-
ing. In short, the verbal elements of Indian music form a 
kind of notation, dimly analagous to our do,re,mi method of 
denominating the scale. 
Frances Densmore writing of the Mide society songs 
says: "The songs of the Mide represent the musical expres-
sion of religious ideas. The melody and the idea are the 
essential parts of a Mide song, the words being forced into 
conformation wi th the melody. To accomplish that it is cus-
tomary to add meaningless syllables either between the parts 
~ a word or between the words. Ac~ents are misplaced, and 
a word is sometimes accented differently in various parts of 
a song; the vowels are also given different sounds, or 
changed entirely. The only things remaining constant are 
the melody and the idea of the song. High off i cials of the 
Midewiwin. may modify words at will so long as the idea re-
mains constant. The words serve as a key to the idea with-
out fully expressing it. Sometimes only one or two words 
occur in a song. Their literal translation is meaningless, 
but to an instructed member of the society they have an oc-
cult significance. Many of the words used in the llide songs 
are unknown in the conversational Chippewa of the present 
time. Le Jeune in his Relation of 1634 says of the montag-
nais that they use very few words in si. nging, varying the 
tones and not the words. Not one of them understands what 
he is singing, except those to the tunes which they sling for 
recreation. 
An interesting feature of Indian song is that sense 
of personal proprietorship which attaches to compositions. 
Burton states it thus: 
"A has no right to sing B's songs; B did not compose them, 
but they came down to him through his family, or from some 
chief who taught him, and B alone should say whether they 
might be given to another". 
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So each has his own song which another dare not 
sing without giving offense. For this reason one Indian 
will strike up a tune that belongs to his enemy, in order 
to aggravate him. The personal song is evidently aportion 
of the "medicine" which every Indian owns, and it is po-
tent in the same way. A special type of song comprises the 
spontaneous melodies sung in dream and dance, to which the 
Indian attaches special sig~ificance as revelations of su-
perhuman power, many of them being associated with some an-
imal, revealed as the tutetary of him to whom the song is 
given. Perhaps the most picturesque and affecting aspect 
of Indian life is the death song with which every Indian 
seeks to face his end. It is sometimes composed upon the 
spot, sometimes prepared in advance. If possible, every 
Indian dies singing. The breath of life goes forth to 
the spirit - world as a breath of song. 
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Chapter .IJ. 
The Chinese believe their music to be the first in 
the world. Everywhere they exhibit a child-like tendency to 
unite single sounds, without the slightest desire apparently 
for combination. Hence their melodies lack form and intrin-
sic merit. The best of them, however, are found among their 
oldest sacred music, and sailor's and mountaineer's songs; 
the worst in their theatre (sing-song) music. These sacred 
hymns and folk song have been transmitted unaltered, from 
time immemorial. 
They possess a certain rude, even rhythm. Chinese 
sense for this uncouth rhythm partly explains their predil-
ection for percussion, a preference which invariably indi-
cates a low musical organization, in contrast to the love 
of strings evincing a higher order of mind. 
Idolatry is not social in its service. The wor-
shippers do not gather together in a congregation to hymn 
praises to the gods, nor is singing employed by those who 
go into the temples to present their solitary petitions and 
to prostrate themselves before the images. 
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In ancestor worship there is an approach to a 
united service, but it is confined to the family or clan • . 
The use in such worship of an ode or hymn of praise is not 
entirely unknown. The Shi King (or Book of Poetry) contains 
many odes and folk-songs, some hymns or sacred songs of 
filial piety which were in use in ancient times in the wor-
ship of ancestors. A hymn in honor of his ancestors was sung 
before the Emperor of China when he performed ancestor-
worship. It was divided into three parts, a.nd was begun 
when his majesty stood before the table or alter on which 
were placed the representations of his ancestors. The second 
part was sung while he performed the kow--tow: and, a.fter the 
offerings had all been made, the third part followed, during 
which the spirits of the ancestors were supposed to return 
to heaven. The hymn was accompanied by music of a slow 
and solemn nature, played on a number of instruments. The 
solemnity and pomp of the occasion were increased by grave 
men who postured, and by their motions and attitudes ex-
pressed the feelings which the Emperor should evince at 
such a time, while the singers also expressed in the words 
of the hymn the sentiments that should actuate him. 
In the worship of Confucius - a State-worship 
performed at stated times by high officials of government -
a stanza adulatory of the Sage was chanted by a chorus: 
"Confucius: Confucius! 
Great indeed art thou, 0 Confucius, 
Before thee· 
None like unto thee: 
After thee 
None equal to thee 
Confucius! Confucius! 
Great indeed art thou, Confucius: 
Hymns also are used in the worship of Heaven and Earth. 
In the Taoist canon there are several hymn-books 
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containing hymns of aspiration and of repentance, and hymns 
of the "Three Pure Ones", as well as to other deities, such 
as "The Dipper" or "Charles's Wain", and certain other con-
stellations and stars. In the Buddhist books used in worship 
there are also stanzas which are chanted wi_ th the rest of the 
ritual employed in the services. In both Toaist and Budd-
hist tracts short hymns of praise to deities are to be found. 
The old rural processions in Greece and Rome, which were 
mixed with religious ideas, had a counterpart in the China 
of Confucius, and the Sage Counteranced them. These cere-
monies of No, as they were called, were eomewhat of the 
nature of a play, a.nd the processions were composed of sing-
ers. The performers at the present day sing as they go 
round. The name now is Yang Ko, "raising a song", and a 
Buddhist priest in modern times forms one of the number. 
The celebrated Venetian traveller, Marco Polo, 
in his account of funerals at the city of Kinsay (the modern 
Hang Chow), says that the mourners follow the corpse to the 
sound of music "and singing hymns to their idols', and that 
the instruments which they have caused to be played at his 
funeral and the idol hymns that have been chanted shall al-
so be produced again to welcome him in the next world; and 
that the idols themselves will come to do him honor." 
The Japanese have never surpassed the Chinese in 
music. They revere it and connect it with their idol-worship, 
but judged artistically it ranks lower than even Chinese. 
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Its descent from the Chinese is evident in instruments, drums, 
clappers, and bells. 
Before the introduction of Buddhism, the hymn was 
not an integral -part of the liturgy of .Tapane se religion. 
The religious dance (kagura) seems to be of a pre-historic 
origin, and this was performed with musical accompaniments, 
both instrumental and vocal. 
It was Buddhism that introduced hymns to .Tapan, 
or gave them an important role in the religious perform-
ances. In the first period of Buddhism in .Tapan they were 
sung in Sanskrit or Chinese, called gatha, which were later 
adapted to Japanese, giving rise to a new style of poem 
called imayo. These hymns were sung after the melody of 
the Indian gatha, and the art was carefully cultivated in 
Buddhist colleges and monasteries. A collection of these 
hymns dating fr nm t he middle of the twelfth century, is 
handed down to us. The themes are either Shinto benediction 
and felicitation for worl dly prosperity, or they are taken 
from Buddhist legends and praises of Buddha. They show a 
division of interest between Shinto deities, who care for 
the earthly good, and Buddhist deities, who guide them ~o 
the other shore of bliss. 
These hymns, both Buddhist and Shinto, were not 
only chanted in front of a sanctuary as a part of the litur-
gy, but were sung on various occasions, at banquets and at 
musical events, in sitting rooms, and on the streets. The · 
intention in doing so was not profane, but it was meant to 
dedicate daily life and even amusement to the praise and 
glory of the deities. H~ever, this secularization led to 
the degradation of the sacred poems, and this gave rise to 
a distinction between particularly religious hymns, mostly 
composed by pious monks, and those songs composed by court 
nobles. Those used at religious performances only were cal-
led Wa-aan. 
Nearly four hundred of Shinran's hymns make up 
a collection - the largest in the hymnology of Japanese 
Buddhism. They are chanted and sung in many temples and 
families, so that the name Wa-san has almost been monop-
olized by them. 
A time honored custom of making long pilgrim-
ages to shrines and temples maintains. The pilgrims go 
their way and prostrate themselves before the shrine, 
chanting the hymn ascribed to the deity of each shrine. 
Most of these hymns are simple in idea, saying that the 
deity appeared on the spot because he loved the place and 
wished to attract the people to the place and to his wor-
ship. They are crude in their rhetoric, and represent 
the poetic genius of the uncultured :pe:ople in the ages 
of wars. Yet many of these are quite popular even at the 
present day. They are chanted at meetings in private 
houses. One group of these hymns is dedicated to Jizo, 
revered as the patron deity of children, especially dead; 
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and they are sung in mournful tones in the homes of the 
common people where a ch.i.ld has died. 
13. 
Since the seventeenth centu~y Buddhist hymn-
ology has made scarcely any progress, Developments are 
left to secular music (which owes its origin to the reli-
gious). The Shinto hymns have been in practical disuse 
since the fourteenth century. A feature of .Tapane se 
hymns, both Buddhist and Shinto, is that they are sung 
seldom by all of the worshippers, but by the priest alone. 
Another characteristic is the absence of refrain. In the 
case of Shinshu hymns, Amito's name is repeatedly chanted 
in the place of a refrain, between two strophes of the 
hymn. 
The Hindoos,like the Chinese, trace their music 
to the gods. Development of music among the dull, prosaic, 
and grotesque Chinese was beset with difficulties. It 
found, contrarily, among the Hindoos, in the country of 
the lotus-flower and gazelle, and under the narcotic in-
fluence of tropical foliage, a thoroughly congenial in-
vironment. 
The consort of Brahma.,· , the benevolent, and kind 
Sarasvati, gave the Viria, the most charming of all in-
struments, to mankind. In the Rigveda, one of the four 
primordial books of the Brahmis, written in Sanskrit, and 
known under the name of the "Vidas", there are hymns in-
tend d for music. The existence of these books is supposed 
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to d te from the year 1500 B.C. The Brahmins gave to the 
musically-gifted Hindoo a number of sacred songs, closely 
connected with t neir worship, the composition of which they 
traced to the most remote antiquity, and frequently as-
cribe\d to gods. Such melodies, "Ragas", were supposed to 
be c:Cable of miraculous effects. Some forced men, animals, 
and :~en inanimate nature, to move according to the will of 
the 
man 
e t he r s a uld not be executed by any mortal 
the risk of being consumed by flames. To an-
melody was attributed the power of calling down rain; 
le singer saved Bengal by this "Raga" from draught 
and frine~he symbolizing spirit of the Hindoo exhibits 
itsel in the rhythm, and also in ornamentation, the 
pictu~e of the lotus-flower indicating the end of each 
music 1 period. 
Scientific re~earch has not been able to ascer-
tain hether the present music of the Hindoo . bears any-
ancie ts. Their oldest songs are to be found in the 
"Veda ". The sacred songs contained in these , holy books 
were il aved from destruction by their being written in 
verse, committed to memory and chanted - a custom common 
to thJI civilized nations of antiquity. 
The nearest approach to the old Hindoo music is 
most ikely to be found in the religious hymns of the 
Hindo s of t he present. The melody runs smoothly in periods 
and sh uld hold a far higher rank than the aimless ramb-
lings 
mono to 
the Chinese. In rhythm, however, we meet the same 
common to all ancient civilised nations. 
The Hindoo revels in 6, 3, or 3 time. 
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'l'he un ulating, indecisive character of uneven measures seems 
more i consonance with the soft sentimentality of the 
Hindoo, and coincides more closely with certain traits 
in his omely poetry and plastic art than. even measures, 
which convey an impression more nearly akin to the frank, 
, and realistic feeling of the Chinese. The latter, 
e, naturally prefer the major keys, while the former 
e constant use of the minor. The many years of 
e.ndured by the Indi ans changed the character of 
ti ve music. 
The Hindoo Bayaderes play no insignificant 
part in relation to religion, music, and the dance. They 
are divlded into two classes, the first being dedicated to 
the ser ice of the Temple of the Gods, and ·the second con-
sisting of dancers who lead a wandering life. The Bayaderes 
of the irst class are called ''Devadasi" (the slaves of the 
gods), ho live within the precincts of the temple. They 
are mai , ens who are free from bodily defects, and whose par-
ents _en l er into a solemn contract renouncing all claim to 
them. Jhey are instructed in music, dancing, a.nd in 
minicry i In the processions and festivities of the God 
whom thjy serve they chant choruses, in which his deeds 
and Vlc~orles are glorified, and dance before his image 
as it i carried from place to place. 
15. 
• 
When they wish to resign their sacred office they are per-
mitt d to choose a suitor from within or without the tem-
ple, but their selection is limited to the highest caste. 
They are compelled to promise their daughters as Devad-
asis, and their sons as musicians. 
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2. 
The Ancients 
Where there is no religion, music can never ob-
tain a secure footing, nor meet with its due appreciation. 
But j mong a people whose religion entered so deeply into 
all [elations of life, and in a country where there ex-
isted so firm and general a belief in the immortality 
of t f e soul, the tonal art was sure to find its home, 
A na1 ion like the Egyptians, so given to symbolizing 
and hilosophising on the nature of the soul, could not 
but ·e strongly influenced by the power and the soothing 
effe t of music. Even the princess of Egypt did not 
disd in to officiate as leader of the singers. The 
people were cast in a grand and stately mould, a.nd lived 
in a land preeminently conducive to habits of meditation 
and eflection. No where besides, except in India, do 
a people, who, possessing mental proclivities 
simi to those of the Egyptians, endeavored to ac-
coun for the phenomena of this mysterious world. To 
such civilization the tonal art was necessarily 
indi 
There can be no doubt as to the character of 
Egyp music, at least in its employment , as an acces-
sory to the performance of religious rites. It must have 
been both solemn and majestic. This corresponds to all 
' 
the ~hilosophic ideas entertained by the Egyptians con-
cerning the universe - reflections everywhere directed 
towa 1ds the great contradictions of hyman existence. 
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The J onderful sublimity of the natural phenomena surround-
ing could not but lead to this habit of thought. 
In striking contrast to the luxuriantly fruit-
il of the well-watered valley of the Nile stood the 
bare nd arid mountains bordering upon it, from whose sum-
mits [he eye wandered over the boundless, sandy desert, or 
is de r eived by the strange mirage on the horizon. During 
the periodical inundations of the Nile, the valley : was . · 
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transformed into one immense sea, . while ' cities and val-
leys tere visible only as islands, the country presenting 
a totllly different aspect from that which it assumed at 
other times of the year. This wierd phenomena influenced 
religion, philosophy, and the arts. 
Priests and sages imbued the people with the 
salem~ and the mysterious. The idols, p~ramids, sphinxes, 
and o~elisks, the representations of Pharaoh and his fol-
lower , or the priesthood in the exercise of their mystic 
rites formed the .background of Egyptian temples, 
contri uted in no small degree to the creation of that 
solem , sanctified, and truly-exalted sentiment in music. 
How inherent the musical gift was among the 
Semiti l races has been shown by the Hebrews from the 
earlie t times to the present day. The Egyptians, indeed. 
though almost certainly Semites, are a different race from 
the Is aelites - the latter of whom as is known, lacked 
entire y the matured plastic art of the Egyptians, wh.ile. 
the Eg tians, on the other hand, were poor in poetical 
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creations. We may therefore presuppose that music in the 
Temple of Memphis differed from that performed in the Tem-
ple at Jerusalem, a.lthough no doubt also many a reminiscence 
of Egyptian music found its way into Palestine. 
The pyramids remained, but the tone-pictures, 
children of the moment vanished, a roll of papyrus fell 
an easy prey to the elements and a host of other enemies. 
Traces of close connection between Egypt's re-
ligion and music are visible not only in what we know of 
the vocal and instrumental music employed in the temples, 
but also in a considerable portion of the mythical tra-
ditions. They attribute the origin of sacred melodies 
to the goddess Iris. Whole families of singers were at-
tached to the temple; the mysteries belonging to their 
religious rites were transmitted like their castes, from 
father to son. and from generation to generation. 
They felt that music was the art capable above 
all others of giving complete expression to the Infinite, 
the Eternal, and the Ineffable. 
The pictorial representation of the interior 
of the House of the Pharaohs on the archit~cture of a door 
in the catacombs near El - Am.arna is highly interesting, 
as it shows the important position which was then assigned 
to music. The number of male and female singers and in-
strumentalists performing, either singly or conjointly, 
is so great that Ambros, speaking je.stingly of them, says 
that "the Egyptian palaces were surrounded with whole 
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conservatories of music." 
Their sacred songs must have excited in the mind 
of the hearer emotions similar to those aroused by the 
contemplation of the pyramids, the mighty temples, and 
the dignified majesty of the colossal statues, and sphinx-
es. 
In "Travels in Arabia and The Neighboring Coun-
tries", Vol.l, Carsten Niebubr relates that while he was 
in Egypt he often heard sheiks singing certain parts of 
the Koran, which greatly pleased him, the music being 
natural, a.nd the performers always keeping their voices 
within a certain range. Again he says that "the melo-
dies of the Egyptians are all serious and simple". He 
also notices the custom resorted to by Egyptians, so often 
represented on the oldest Egyptian monuments - of marking 
the rhythmical measure of their song by "clapping hands", 
in the absence of drums to serve their purpose. This 
quaint practice still exists in Egypt. The range was 
doubtless the tetrachord. The rhythm, a.s with all Orien-
tal people must have been strongly marked, the whole body 
swaying as they sang. The sacred songs were accompanied 
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by both hands on large harps• The accompaniment for these 
beautiful, legato melodies was hence harmonic and s ustained. 
Sharp, short tones would have been as inadequate an accom-
paniment for the majestic and dignified temple hymns as 
would be the guitar or banjo for our Cathedral music. 
During the reign of the first historical Pharaoh, 
the "seven sacred sounds", the only tones which the priests 
permitted.to be used by the female singers dedicated to 
the temple service, may be presumed to have been the sole 
music performed at their religious services. In the fourth 
dynasty of the Old Empire "we find a chorus of female sing- . 
ers associated with a performer on the harp, and also men, 
who accompany the music with minicry. 
A considerable quantity of Egyptian hymns has 
been preserved and translated, but it cannot be said that 
the quality corresponds to the quantity. To a great ex-
tent the hymns which have survived bear the stamp of not 
a genuine personal religious feeling on the part of the 
writer, as in the case of our own best hymns, but of a 
purely official and stereotyped attitude toward the di-
vinities whose praises are celebrated. Religion, in Egypt 
as we know it, was far too much of a business of cast-iron 
ritual to leave much room for any devotion and affection. 
If there were such outpourings, they were probably not on 
account of the great gods, whose position was infinitely 
removed from that of the ordinary worshipper, but rather 
of some of the minor deities, whom, as we know, the common 
people took to their hearts in preference to the distant 
and unsympathetic figures of the great triads and enneads. 
Such effusions were not likely to survive in any quantity 
in comparison with the stilted official odes which had the 
sanction of the priesthood, were multiplie d i n an infinity 
of copies, and were continually wsed fur r;btlil.a~ :irt:lrposes~ 
In the time of the new Empire, however, there are 
two hymns surviving which express a personal and living in-
terest in religion. To the same period also belongs a hymn 
which gives us one of the very few evidences that the de·-
vout Egyptian ever realized his own sinfulness. 
"Chastise me not according to my sins". 
A hymn to · Thoth from the Sallier Papyrus presents us with 
a view of the inward and secret nature of true religion 
totally alien to the beliefs of the upholders of the great 
religious cults of the nation, who emphatically seem to 
have thought that they would be heard fer their much speak-
ing; 
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'0 thou sweet spring for the thirsty in the desert; 
it is closed for those who speak there, it is open for those 
who keep silence there. When the silent man cometh, he 
findeth the spring. 4 
- ~ "Such natural expressions of love, confidence, 
and inward intercourse with God are, however, quite ex-
ceptional in Egyptian hymnology. Taking the ordinary run 
of the hymns to the great gods, we find a constant re-
petition of the same cycle of ideas in practically the 
same phrases - a repetition which becomes wearisome, and 
gives a very poor idea to the extent to which any genuine 
devotional feeling can have entered into Egyptian religion." 
In fact the average Egyptian hymn seems to have been con-
structed on a certain definite recipe. It was essential 
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that the writer should say that the two countries (upper 
and lower Egypt) together show honor to the god, that his 
fear is in all lands, that he has subdued his enemies and 
received the dignity of his father, that he is praised by 
the great cycle of the gods, and that allcreatures are full 
of delight at his coming and adore his beauty. All of 
this belonged to any of the gods. In order to make the 
effusion a characteristic hymn to Ra or Amen, there 
were added the name of the god in question, and perhaps 
one or two allusions to the myths associated with him 
and to the particular temple or temples which he most 
affected; the result was a standard hymn whi ch had this 
advantage, that with a few alterations it would do equal-
ly well for Ptah or Osiris. The great bulk of Egyptian 
hymn literature consists of poems in praise of one or 
another of the three great gods, Ra, Amen, or Osiris. 
Concerning hymns , to 'Ra·; : a certain amount of 
real religious feeling was apparently awakened in the 
Egyptian mind by the contemplation of the rising and 
setting of the life - giving sun. This was transferred 
to the Sun-god, though its expression is often very 
stilted. Next in importance to the Ra hymns come those 
addressed to Amen. Of all Egyptian hymns, those ad-
dressed to Osiris are perhaps the most disappointing. 
Besides the hymns addressed to the great gods, there are 
others, such as the well-known hymns to Hapi, the Nile-
god, in which the formulae have a little more life. 
There could scarcely fail to be an element of sincerity 
23 
in his approach to such a diety. Among all the gods there 
was probably none who was so real to the ancient Egyptian 
as the one whom he called 'the good god', in contradis-
tinction from 'the great gods' - the reigning Pharaoh. 
It was the duty of all loyal subjects to preface answers 
to the courti er's questions with a short hymn of praise, 
in which all the stock attribute of divinity were piled 
upon the king. 
Arabia, the cradle of Islam, is a country com-
pletely isolated, geographically, as were ancient India 
and Egypt. .T t.<st as we found the inhabitants of these 
two countries exceptionally gifted, so do the Arabians 
appear to be most talented among the followers of Islam. 
Had it not been for this exceptiona l talent, 
music would doubtless have made little progress in Ara-
bia, because Mohammed was much opposed to its use. The 
Caliphs were, however, more talented than he, and many 
of them composed sacred melodies. It is indeed remark-
able that the founder of the religion of this music- .· 
loving people should have been so decidedly indifferent 
to tonal art. No where does he deny his descent from a 
musical nation, but he certainly was not talented. He 
says, however, t hat when, like Moses, he 1}j_ thdrew into the 
solitude of the wilderness, there to hold communion with 
his God, he heard the sound, as it were, of a tinkling 
bell, and voices mnging and calling to him, and on 
looking, behold, no one was nigh: 
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The Isla~ites with the Israelites share a belief 
in a single and invisible God, the Creator of all things. 
If such a clear conception was momentarily obscured by 
idolatrous worship (which, after all, was the case with 
the Hebrews), their innate monotheism returned with the 
advent of Mohammed, in all its purity and grandeur, never 
again to fall away. 
It seems strange that Monotheism has played a 
much less important part in the development of their mu-
sic than it did among the Israelites. The only reason 
probably is that although Allah is comparatively a pure 
conception of the deity, yet it is far inferior to that 
of Jehovah. The Koran, notwithstanding its many excel-
lences, is but the creation of a single powerful mind, 
while the Old Testament contains the collecti~e writings 
of generations of inspired men. This circumstance will 
explain why the mlisic of the Hebrews raised itself into 
an art, while that of the Islamites always remained at 
the level of folk-songs, and inferior instrumental music 
of a popular sort. 
With a strong predisposition for the fantastic, 
they infused their music with the mysterious and the ro-
mantic. Some of their melodies are remarkably pleasing 
but the beauty of others is marred by confused and in-
tricate progressions, elaborated with every kind of 
possible and impossible flourishes. Some of these dis-
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torted ones hold us entranced by sheer force of genius. 
Prominent among these stands the chant of Imam, summoning 
the people to prayer; also his address to the Rising Sun. 
Still more affecting is the song of a Muezzin which 
Felicien David during his exile, and transcribed in Le 
Desert-. It is a song of praise to Allah, sung at early 
dawn by the Muezzin from the minaret turned toward the 
golden East. This song bears strong similarity to certain 
of the most ancient synagogue melodies still e-xtant. It 
is true indeed that the Arabian melodies are conceived 
in a jubilant strain, while those of the synagogue have 
a certain solemnity; but this very dissimilitude strength-
ens the conclusion that the latter were composed during 
a period subsequent to the destruction of the Second 
Temple, and the dispersion of the children of Israel 
over the wide world. 
We find many points of interest in the songs 
of the Mohammedan ritual. The music of the Koran bears 
(in part) a strong resemblance to the celebrated song 
of the Watchman in the third act of Meyerbeer's Les 
Huguenots , which he sings at the tolling of the curfew. 
If this should suggest a certain homogeneousness in 
the inventive genius of the Orientals, we cannot fail 
at the same time ~o be struck with the remarkable simi-
larity which the melodies of the Koran bear to the 
responses and chants of the Catholic liturgy. 
26 
When we feel that the Moslems and the Arabs 
philosophised too deeply, systematised and calculated 
too carefully in their astronomy and mathematics, for-
getting the true mission of music as a language of the 
heart and passions, their folk-songs, a.nd the old chants 
of their mosques may be called to mind to prove that the 
ethical aspect of the art was not entirely ignored by them. 
Even if we can bring ourselves to suppose Turkish theory 
and folk-song to have joined hand-in-hand and elevated 
music into an art we feel that it would probably have 
still retained, though in a somewhat refined and more 
artistic form, that Arabesque character, lacking neither 
grace nor elegance, but depth only - which is common to 
the Moslem music of the present. 
While a poet like Hafiz treats art from a pure-
ly sensuous standpoint (foreshadowing the famous con-
vivial song of Martin Luther, ''He who loves not wine, 
women, and song"), the Turks in the Koran show themselves 
capable of noble inspiration. 
Music had an unimportant part assigned to it 
in the early wars of Mohammed. At the battle of Ohod, 
625 A.D., in which the victorious Mohammed three times 
repulsed the Meccanites, the women, led by the poetess 
Hind, sang to the sound of the timbrel that the 1rictor 
would be received with open arms. This song o~ the 
Arabian women recalls to our recollection Miriam's song 
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of Vietory", when Pharaoh's host was drowned in the Red 
Sea; hnd a further parallel suggests itself in the means 
\ 
I 
adopt t d by the Caliph Omar for summoning the faithful to 
prayer, who in lieu of the fifes of the Jews, a.nd the 
I 
bells \and metal instruments of the early Christians, 
substttuted the songsof the Muezzin. The substitution 
I 
of thJ human voice fDr the sound of instruments betokens 
I 
that keener appreciation of nature and that higher sense 
I 
I 
of reflinement which give us a clue to their tolerant 
I bearing toward Jew and Gentile alike. It discloses a 
I 
I 
state \of civilization unapproached by the Christians 
in the eighth and ninth centuries. 
Like all Orientals, the Moors, Turks, and 
Arabs prefer a nasal method of intonation and the more 
i 
I 
exaggerated the nasal tone the greater is the supposed 
I perfecf ion, a.ffecting them a t times even to tears. The 
execut t on of a song without this nasal twang, and ac-
cordin~ to the mode r n European style, is not appreciated 
I 
by them. Th~y consider it tedious to the extreme. 
I 
\ It is said that the Israelites were the first 
to emp~oy music and poetry as a means of establishing a 
personJ l relationship with the Godhead. On the other 
I 
hand, ~he Greeks cultivated art solely and entirely for 
I 
itself . I For, if they, like other ancient c1.vili sed na-
1 • 
t . I . . 11 ~ons, :or~g~na y employed art in the service of religion, 
I 
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i 
yet at an early period of its development we see it quit-
ting this narrow arena, and gaining thereby an importance 
and value out of all proportion to that achieved while it 
I 
was subservie.nt to other purposes. In proof of this we 
I 
need but note the introductions from time to time of cer-
tain artistic productions of a purely secular type into 
their religious rites, and indeed the humorous and cheer-
ful spirit with which special phases of their mythology 
I 
are treated, betoken the pursuit of art for art's sake. 
The Israelites were led through their religion to art and 
artistfc expression; but the Greeks, on the contrary,evolved 
their religion from their art, for it was impossible that 
I 
their gods could ever have attained that perfect reality 
of an ideal existence which charms us even now, without 
the assistance of Greek poetry and sculpture. We shall not, 
I 
therefore, err in repeating what has been said of Homer and 
I 
Hesiod, and, we may add, Phidias and Praxiteles, that they 
createe\ the gods of the Greeks. 
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Chg.pter ILI. 
Notwithstanding the restricted sphere of action, 
of the \ history and theory of Greek music, it is after all 
such a i powerful factor in the history of the tonal art 
I 
' (influf ncing as it did the whole of the Middle Ages, 
and especially the sixteenth and seventeenth centur~es) 
I 
that without it the possibility of any further develop-
! 
ment m+ght reasonably be doubted. 
I 
I. 
30 
Chapter IV. 
We will now turn to the use of music in worship 
as recorded in the Bible. 
I When the corner-stone of the earth was laid, "the 
I 
mornin~ stars sang together, and all the sons of God shout-
ed for ljoy." Long prior to this great event, it had been 
I 
the de ~ight of the angels to sing their Maker's praise. 
I 
Hence when they saw this globe emerging out of chaos, they 
I 
gave e~pression to their emotions in adoration and song. 
I 
i 
i In due time the first holy and happy pair are 
I 
created\. God himself communee with them, and the angels 
I 
who hel'd jubilee at the sunrise of time pay them frequent 
I 
visits, \ celebrating in song the praises of Him, who has 
I 
created\ such beauty. Can they hold their peace while 
the birl s and streams are singing? 
! It is highly unnatural. Sing they must. Milton 
I 
I has beautifully described their worship: 
I 
I "Lowly they bowed, adoring, and began 
i Their orismns, each morning duly paid 
In various style: for neither various style 
Not holy rapture wanted they to praise 
Their Maker, in fit strains pronounced, or sung. 
Unmeditated; such prompt eleoquence 
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Flow'd from their lips in prose, or numerous verse, 
More tunable than needed lute, or harp, 
To add more sweetness." 
rt is sad indeed that this delightful song of 
praise 
I 
I 
I f hould so soon give place to the voice of wailing. 
But the promised seed of the woman "furnishes both men and 
angels j ith a new theme for praise. The Atonement converts 
the thorns and briars of the fall into a wreath of Amar-
I -
anth for Emmanuel~ brow - the lamantations of the lost in-
to joyfJ l hosannas. Grateful songs ascend from this cursed 
I 
and blighted earth to the Fathe r of mercies." 
I 
In the book of Genesis, covering a period of 
more than two-thousand years, there is no positive mention 
made of ldevotional music; but we are not left without sig-
nificani intimations. If the first unhappy pair trusted 
in a Sa~ior to come to reclaim them from their _fall, it 
is reas dnable to suppose that the y again sang the songs 
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I 
to which they had been accustomed ~in Eden, and that to these 
they added hymns referring to the glorious scheme of Re-
, 
demptioJ . 
I 
I 
It is exceedingly probabl,e· that music, vocal 
and ins~1rumental, was use-d in the service of God in the 
early ages of the world. Vocal music must have preceded 
I 
instrume1ntal. The human voice , the most perfect of all 
instrumelnts, was first found tO :be capable of producing 
harmonious sounds. In the course of time these were re-
produced! by artificial means. Men would not try to make 
I 
an instrti.ment before us.ing the voice. We might as well 
conceive! that they would invent the lever and telescope 
! 
before having used the arm or the eye. For about five 
hundred years, it would seem, the human voice alon3 was 
employed in praise. Then Jubal, 'the father of all such 
as handle the harp and the organ' - the inventor, doubt-
less, of stringed and wind instruments - was born, and 
for a ught we know to the contrary, the first strains of 
the harp and of the organ were consecrated to God. 
The first sacred song of which we have any ac-
count is that which was sung by the Israelites on the oc-
casion of their triumphant passage of the Red Sea. Moses 
and the children of Israel sang this song, "The Lord hath 
triumphed gloriously: the horse and his rider hath He 
thrown into the sea. The Lord is my strength and song, 
and He is become my salvation: He is my God, a nd I will 
exalt Him. " 
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It is supposed that the whole company was divided 
into two grand choirs, in whi ch Moses and Aaron led the 
men, and Miriam the women. It seems also that they sang 
by turns, and with variations of soft and loud, according 
to the sentiments of the ode. The males led by Moses or 
Aaron, or both, sang the song, while Miriam presiding over 
the women and the instruments called them to swell the chor-
us by repeating the first stanza of the ode. 
Shortly after the Israelites commenced their wan-
derings through the wilderness, the Tabernacle was set up 
by the command of God, and according to His direction, the 
Levites we r e set apart for the service of the sanctuary. 
Although we have no positive evidence of the fact, yet we 
have reason to believe that at this time singers and play-
ers on instruments were regularly appointed. 
Moses was gathered to his fathers in sight of 
the promised possession, at the age of one hundred, and 
twenty years. Previous to his departure he composed a 
song, setting forth both the goodness and the justice of 
God. "Give ear, 0 ye heavens, and I will speak: and hear, 
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0 Earth, the words of my mouth. My doctrine shall drop as 
the rain, my speech shall distill as the dew, as the small 
rain upon the tender herb, and as the showers upon the grass. 
Because I will publish the name of the Lord; ascribe ye 
greatness unto our God." 
About 1300 B.C. the Lord sold the children of 
Israel into the land of Jabin,KKng of Canaan, as a judgment 
for their evil deeds. Je.bin oppressed them for twenty 
years, but at length they cried to God and He delivered 
them. The entire army of the Canaanites was slain on the 
field, except Sisera, the captain of the host, who fled 
away on his feet to the tent of Jael. Being weary, and 
fe~ling secure from his pursuers, this war-chief fell a-
sleep. Then Jael drove a nail through. his temples. This 
was a glorious deliverance for Israel. The song of thanks-
giving is sung by Deborah, the prophetess: "A~ her feet 
he bowed, he fell: where he bowed, there he fell down dead. 
The mother of Sisera looked out at a window and cried 
through the lattice; why is his chariot so long in coming? 
" 
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Why tarry the wheels of his chariot?" 
From this song, as well as that of Moses (Deut.32), 
it is held that the first as well as the best poets of an-
tiquity were found among the Hebrews, and that the art of 
poetry was highly cultivated among them many hundreds of 
years before Greece or any other country of the world could 
boast of an ode, an epic, or any kind of poetic composition. 
Then we have the forcible and elegant song of 
Hannah, the prophetess, expressive of her gratitude to 
God for the gift of her son Samuel. 
About four-hundred-and-fifty years after the 
transit of the Red Sea, the Tabernacle service was more 
fully organized. David, in order to give the best effect 
to the music of the Tabernacle, divided the four thousand 
Levites into twenty-four classes, who sang Psalms and ac-
companied with instruments. Each of these classes was 
superintended ·by a leader placed over it, and they per-
formed the duties which devolved upon them, ::each class a 
week at a time in succession. The classes united in one 
body were superintended by three directors. 
It seems that David was raised up and qualified 
to establish t he Ordinances of singing in the church, as 
Moses and Aaron were in their day for the purpose of en-
forcing and regulating the offering of sacrifices; hence 
he is called, by eminence, "the Sweet Psalmist of Israel." 
The singing of the Ancient Hebrews was different 
from the cantillation practiced by the modern Jews in their 
synagogues, and although much simpler than the artistic 
music of these days, there being but one part, sung by 
all alike, only three, four, or five notes higher or low-
er, according to the range of the singer's voice; and 
though louder and harsher than the modern taste would 
approve, still, doubtless, great musical effects were 
often produced. Let us take for example, the singing of 
the 136th. Psalm. In j_ t the people were invited to praise 
Jehovah as the God of Nature, a.nd as the Deliverer, Guide, 
and Provider of Israel. At the close of every verse there 
is the regular recurrance of a burden or refrain - "for 
His mercy endureth forever" - sung by all in the chorus. 
What could be more impressj_ve than those majestic respons-
es? In clear, sweet, cultivated tones, the Levite choir 
chant, 'O Give thanks unto the Lord, for He is good'. 
Instantly rises from the surging mass, priests, Levites, 
people, instruments, "For His Mercy Endureth Forever!" 
The Levite choir again is heard: 'O Give thanks to the 
God of Gods,' then the same refrain: 'For His mercy En-
dureth Forever,' and so on until twenty-six times in an-
swer to as many distinct calls, the throng have sent up 
that shout. Every nerve is thrilling and every soul is 
borne onward and upward on the tide of song. 
The account of the Babylonish captivity forms 
a mournful chapter in Jewish history. During their exile 
the distress of the pious Hebrews was generally too great 
to admit of their singing the songs of Zion. We may 
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suppose, however, that they occasionally recovered their 
spirits sufficiently to engage for a short time in this 
enlivening exercise. A most affecting pi>cture of a c·om-
pany of these devoted captives is drawn by the Psalmist. 
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The days "toils and sufferings are ended, and they have 
assembled on the b ank of some stream, perhaps the Euphrates 
"the river of millions." They have taken with them their 
musical instruments, and are followed by some of their 
oppressors. These taskmasters desire to hear the delight-
ful music for which the Hebrews were noted. The re-
quest is, "Sing us one of the songs of Zion." The Israel-
ites begin an old familiar temple hymn, but sad memories 
of Judea and Jerusalem pass like dark waters over their 
souls. Their hearts are filled with sorrow and their eyes 
with tears; their voices falter and their fingers tremble 
along the harp strings, as they call to mind the former 
magnificence of the sacred city, the towers and bulwarks 
of Salem, and the frequent opportunities they once enjoyed 
of going up with the multitude to worship the Lord and to 
behold His beauty in the temple, Jerusalem, "beautiful for 
situation, the joy of the whole earth", has been laid 
waste. 
"By the rivers of Babylon, there sat we down, 
Yea, we wept when we remembered Zion. 11 
Then they hail the ~xp i ration of their term 
of bondage. The days of mourning are ended. They 
commemorate their deliverance in an ode, every syllable 
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of which is burdened with joy: 
"When the Lord turned again the captivity of Zion, 
We were like them that dream, 
Then was our mouth filled wfth laughter, 
And our tongue with singing." 
We scarcely need say that the reconstructed 
city was surrounded by massive walls and graced with 
another temple. The stated services were re-established, 
and were kept up with a degree of regularity until the 
inauguration of the Gospel dispensation, 
The faithful captives not only r eturned with 
singing to Jerusalem, but the voice of praise was heard 
at the laying of the corner-stone of the second temple. 
It is said that "when the builders laid t he foundation 
of the temple of the Lord, they set the priests in t heir 
apparel with trumpets, a.nd the Levites the sons of Asaph 
with cymbals, to praise the Lord, after the ordi nance of 
David King of Israel. And they sang together by course 
in praising and giving thanks unto the Lord, because He 
is good, for His mercy endur eth forever toward Isaael. 
(Ezra iii,lO,ll. ). What a scene this must have been. 
The musicians singing and playing on instruments and the 
multitude shouting for joy, while many of the "ancient men" 
wept aloud in view of the contemplated inferiority of this 
temple to the one in which they had formerly worshiped. 
Ezra and Nehemiah attached as much importance 
to sacred music as did David. They not only set the priests 
in their divisions, but a lso the Levites. 
From this point we travel down the ages of 
ba rreness and wic kedness. We see the sufferings of the 
Jewish church. But the eclipse ha s at no time been total, 
and we finally hail the advent of the long-promised Me ssiah. 
There i s no doubt that the Chaldeans, probably the olde st 
of astronomy, connected music with the movement bf the 
heavenly bodies, in the same manner as the Chinese, Hin-
doos, and Egyptians. 
The music of the Medes and Persians, of which 
we know next to nothing, may be assumed to have been, on 
the whole, similar to t hat of the Assyrians and Babylon-
ians, although offering, possibly, greater scope of exe-
cution. 
The music of the Phoenicians, a ppears to have 
ex:e rcised"a most exciting and intoxicating influence over 
the passions. 
The Phrygians and Lydians, like the Phoenicians, 
indulged in music for the flute of an effeminate and en-
ervating character as the chief element of their tonal 
art, and especially adopted it f or the worship of Adonis. 
The relation of music to reli gi.on seems very slight among 
these people, who appear to have possessed warlike and ef-
feminate qualities in about an equal measure, and to have 
given way to luxurious revelry. Their religious music 
was superficial, while with the Egyptians, and the Hindoos 
it was profound and mysterious. 
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The Israelites 
What distinguished the Israelitic conception of 
a Godhead from that of other nations of a ~re-Christian 
era was that instead of deifying nature, they adopted the 
belief of an only and indivisable God whose work wa s all 
n;;.~ture. They were the first to perceive that God, the 
omnipotent, was the creatmr of the world from whose hand 
everything proceeded, and whose being, therefore could 
not be represented by any picture nor expressed in the form 
of an image. This transcenden~al a nd idealised, concep-
tion of the Almighty was regarded with inconceivable as-
tonishment by all the ancient nations coming in contact 
with them. It was this belief which stamped its impress 
on their poetry and music - the only two arts which became 
developed in Israel. It is only when the connection between 
such an art and religion has been proven to have been 
thoroughly complete that we may reasonably infer with any 
degree of certai nty that music reached a hi gher state of 
perfection ~ong the Israelites than among any other Nation 
of antiquity. This ap titude of the J ews for music, to 
which the most ancient records bear witness ha s been main-
tained to the present day. 
To that unseen King of kings, the Creator of 
heaven and earth, who had promised that He \Vould raise His 
chosen people above all nations if they kept His statutes. 
music was dedicated as the most sacred of the arts. To 
Him they addressed their hymns of praise, and to Him the 
sorrowful heart drew near in tones of anguish. It was wlth 
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the Israelites, therefore, that music for t he first time 
became the connecting link between man and his Maker. Such 
an exalted sphere was never assigned to it by any other 
ancient civilised people, and it was not till Christianity 
had asserted itself, and was disseminated through the world, 
that music again laid claim to this elevated position. 
We may also take it that whenever we find the music of the 
Israelites wedded to. their religiol!llspoetry, the object was, 
by the co~operation of musi?, to intensify the meaning and 
the expression of the words. 
Thus it has come to pass that the Psalms and 
other hymns of the ancient covenant beca~e, and have ever 
since remained, the principal songs of the succeeding 
Christ ian age - of the age when music asserted her inde-
pendence as an art, for the Psalms entered into the relig-
ious rites of all Christian peoples wi thout distinction of 
nation or creed. 
To commemorate their commands concerning the 
blowing of the trumpets, and the wanderings of the child-
ren of Israel through the desert, the Schofar is blown at 
certain seasons of the year in the synagogues of today, in-
stead of the ~bsola. te silver trumpets. The sounding of the 
prescribed signals at the beginning of the New Year on the 
Day of Atonement is performed with but little variation in 
the synagogues of all countries. 
The first remarkable manifestation of the 
Israelitela' ~ genius for music, after their exodus from Egypt 
is the triumphal song of Miriam. It is the outpouring of 
--:::.-
a thankful heart for the goodness of God, who had divided 
the Red Sea that Israel might pass over, drowning therein 
the mighty Pharaoh and his pursuing host. Women accom-
panying her in the "Song of Victory" used the Egyptian 
timbrel, known to the Israelites as the adufe. It was 
probably a solo, with choral accompaniments. 
In the BooR of Judges, Deborah a nd Barak sing 
conjointly in praise of the triumph over Sisera. 
The oldest traditions of the Israelites tell 
us that the mere effect of tone, as such, was reve red as 
the voice of the Almighty. At the giving of the l aw from 
Mount Sinai there were thunderings and lightenings, and 
the voice of the trumpet. There are similar allusions 
in the book of Joshua, at the taking of Jericho. 
Moses enjoined upon his people the observance 
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of numerous musical ordinances, which were later increased 
by the Kings of Israel. The care of the sacred music, 
was confided by the prophet to the hands of the Levites. 
David and Solomon not only confined this privilege to the 
tribe of Levi, but considerably increased and extended 
. . . 
their musical duties~; . The Levi tes had to provide no less 
than four-tho usand singers a nd musicians for the sacred 
. . 
service. They were divided. into t wenty-four orders, with 
twelve singing-masters, making a total of t\"lo-hundred-and-
eight-eight. These were in course of time permitted to 
wear the priestly vestments when officiating in the Temple. 
We may assume with some degree of certainty 
that male singers, only were employed in the choir of 
the Temple of Solomon. 
But from Ezra ii,65 and Nehemiah 7, 67, there 
can be no doubt that the choir of the second Temple con-
sisted of both men and women. The treble part, according 
to the Talmud, was sung by boys of the tribe of Levi. 
These were placed upon the lower, and the room upon the 
higher steps of a platform. 
Both the poetical and musical endowments of 
the people of Israel, without doubt, approached the climax 
of their development in the time of David. David himself 
was not only a poet of inimitable and immortal genius, 
but was also an inspired musician, whose golden-stringed 
lyre was seldom absent from his hand, whether he was pour-
ing forth his sorrowful acknowledgments of his own short-
comings, or offering up joyful thanks for the boundless 
goodness of God. While the inspirations of David found 
vent in sacred hymns, the great poetical and musical gifts 
of the age of Solomon were more specially directed to sec-
ular song. The Song of Solomon, when divested of all the-
ological associations, still remains one of the most charm-
ing idyllic love songs that has ever been sung by mortal 
. -
poet. That it was intended to be wedded to music is shown 
by its entire form. It is evidently a lyric or pastoral, 
reminding us in mood and character of the Hindoo idyll, 
. . 
Gitagowinda. 
If Christian music has intensified the tonal 
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art, and made it the language of the heart and soul, it 
should never be forgotten that to the Hebrews we are indebt-
ed for the prolific soil on which it grew. After a period 
of two thousand years, not only the Psalms themselves but 
also the manner of their execution are still preserved in 
the Christian churches. 
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Chapter V. 
Now we see the humble shepherds as they wB.tch 
their fl0cks by night. They are greatly surprised when the 
angel of the Lord appears, and the glory of the Lord shines 
round about them. But their apprehensions of danger are 
put to flight as the heavenly messenger, with silvery voice, 
pronounces the words: "Fear not, for behold I bring you 
good tidings of great joy, which shall be to all people. 
For unto you is born this day in the city of David, a. Sa vi or, 
which is Christ the Lord." 
But this news is too good to be told only in 
plain words of prose. It must be proclaimed in celestial 
song. A shining multitude from the skies form a glowing 
canopy above the heads of the enraptured shepherds, and the 
glad song - the natal hymn of t he Redeemer, the first Christ-
mas Carol is sung, 
"G.lory to God in the highest, 
And on earth peace, goodwill toward men.n 
We may suppose that the mission of the Son of God to earth 
caused grand jubilee in heaven, a.nd that these seraphic 
choristers turned for a time from the throne of the King of 
kings to bear the thrilling tidings to abject man. 
The Redeemer tabernacles among men for thirty-
three years, and now the man of Sorrows - the Lord of glory -
is to be crucified. It is night, and the Master and His 
disciples are in a large upper room in the city of Jerusalem. 
The feast of the Passover has been celebrated for the last 
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time by them, and the Lord's Supper has been instituted. 
Ea ch one of the little sorrowing band has partaken of 
the bread and wine, and the Savior utters the consoling 
words: "I will not drink henceforth of this fruit of the 
vine until that day when I drink it new with you in my 
Father's kingdom." Then, "whe n they had sung a hymn 
they went out into the Mount of Olives." 
The Paschal Psalms, or the Psalms composing 
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the great Hallel or chant which the Jews used at the close 
of t he Passover, were from the 113th. to the 118th. in-
clusive. This Hallel was not all sung at once, but in 
parts, the last of which was sung at the close of the 
Passover. It is probable that the hymn sung by Christ 
and Hi s disciples on the eve of their departure for Mount 
Olivet embraced the 118th, which evidently refers to the 
Messiah. The words are exceedingly appropriate to the oc-
casion, especially if we consider the Lord and His eleven 
faithful followers as turning away from their present 
griefs to contemplate the goodness of God in redemption, 
t he triumphant resurrection of the Crucified, and the 
unspeakable blessings conferred upon man through the 
Atonement. 
If Christ and the Apostles could sing in view 
of this sad scene, how much more should we rejoice and 
give thanks when we are a ssured that the illustrious 
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Victim has, indeed suffered and died, and that the God-man, 
having broken these cords asunder, has ascended and lives. 
The cumbersome and typical services prescribed 
by the ceremonial law of Moses are succeeded by the simple 
and spiritual worship which Christianity enjoins. The 
apostles go forth preaching. Ras the church had her hymns 
of praise during the darker ages of her existence, and will 
she have no songs to sing on this the brightest and best 
day she has known since the fall? We follow the d i sciples 
"establishing churches in various parts of Asia, beginning 
at .Jerusalem." At length "a man of Macedonia" appeared to 
St. Paul in a vision a nd called him to Europe. Paul and 
Silas went to the heathen city, Philipp:i, a.nd preached. 
They stirred up the wrath of the populace; a mob was raised; 
the magistrates tore off the clothes of the persecuted; 
many stripe s were inflicted, and they were thrust into the 
inner priso.~,their feet fast in stocks. Sad spectacles 
they were, far from relatives and friends, confined in a 
loathsome dungeon, in the most uneasy posture imaginable. 
They are clad in rags; hungry and faint from the loss of 
blood, which still oozes from their lacerated bodies. But 
"at midnight Paul and Silas prayed and sang praises to God; 
and the prismners heard them." What strange sounds these 
must have been to be heard in a heathen prison. How re-
freshing it must have been to the drooping spirits of 
these tortured disciples of Christ. The first Redemption 
hymn heard on European soil has now been sung, "The last 
one," says Stacy, "will mingle its melody with the echoes 
of the resurrection trumpet." 
As to the words used by these pious sufferers, 
we have no definite information. They likely came from 
the Psalms. 
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In various passages in the Apostolic Epistles, 
singing is recognized as a component part of Divine wor-
ship. To the Corinthians Paul says: "I will sing with the 
Spirit, and I will sing with the understanding." 
To the Ephesians he says: "Be filled with the 
Spirit, speaking to yourselves in psalms and hymns and 
spiritual songs, singing and making melody in your heart 
to the Lord; giving thanks always for all things unto 
Go d and the Father, in the name of our Lord .Jesus Christ". 
To the Colassians he says: "Let the word of 
Christ dwell in you richly in all wisdom, teaching and 
admonishing one another in psalms, and hymns, and spirit-
ual songs, singing with grace in your hearts to the Lord." 
A few years a£ter these words were written, St • 
.John the divine was banished to the Isle of Patmos. God 
was with him on that lonely island in the midst of the 
Aegean Sea, and favored him with enrapturing views of the 
heavenly church. He says: "I heard a great voice o:f much 
people in heaven, saying ~lleluia; salv~tion, and glory, 
and honor and power unto the Lord our God.- -
And a voice came out of the throne saying Praise our God, 
all ye His servants, and ye that fear Him, both small and 
great. And I heard the voice of a great multitude saying, 
Alleluia, for the Lord God omnipotent reigneth. 
Singing as a department of worship was instituted 
by 'God himself, as were Scripture reading, prayer, and 
preaching. Never having been abrogated it remains to be 
perpetuated to the end of time. 
In following the course of great religious move-
ments one is struck by the emphasis laid on music as an 
important factor in evangelization; as a means of attract-
ing to their ranks, and as a most powerful aid in touching 
the hearts of the people and awakening emotional response. 
There have been few reformers who have not given special 
attention to music. 
Every religious movement, whether in the nature 
of a reformation or a heresy (or a so-called heresy), means 
that men are thin 'dng for themselves or feeling for them-
selves, spontaneously and individually and not in response 
to the dictates of authority or tradition. Every one of 
them finds in music the most satisfying outlet for emo-
tion, and the strongest appeal to the hearts of men, as 
well as the greatest force iJ?. attracting to its ranks. 
Their general effect upon music has been to make 
it more subjective in content, that is to say, more per-
sonal, as it is called upon to express individual faith 
and need; or personal emotion, rather than impersonally, 
formulated creeds and doctrines. The inevitable effect 
on musical form has been to encourage freedom, to permit 
innovations, and so to open the way for the development 
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of mo dern music and for its use in the church. 
The Council of Laodicea, in 364,A.D. forbade anyone 
to sing hymns except the canonical psalmists who had the rj_ght 
to mount into the pulpit. But so powerful was the hold of 
the singing upon the people that when the Gnostics advanced 
the heretical teaching that Christ was God only and never 
re a lly man, but only in appearance was born and walked this 
earth and died, they found the singing their chief aid in 
proselytizing. In self-defense the church was forced to 
restore some congregational singing to its service, and so 
great was the influence of Gnostic song th~t Xanthopulus 
noted that the music of the Syrian church w~s largely bor-
rowed or adapted from theirs. Bordesans, a famous Gnostic 
of the 3rd. century is said to have created in Syria this 
new style of singing, which received relatively definite 
form when his son, Harmonicus devised a system of nota-
tion in which the music could be ~ecorded. To these times 
orthodox poets, among them Ephraem Syriacus, one of the 
. ' 
most famous hymn writers of the early church, adapted poems 
which were doctrinally correct. Naturally these hymns 
which were written as a protest against the heresy of the 
denial of the Incar~ation, laid emphasis on the human 
qualities of Christ. 
As another measure of self-defense, St. Chr~pos­
tom finding that the singing of the heretics was drawing 
many away from the church, organized a system of nightly 
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processionals in which the choirs marched singing hymns 
and bearing silver crosses and tapers. This marks, doubt-
less, the inception of the choir processional, of the cruci-
fer as an element of the processional, and of the Service 
of Lights, which is .still celebrated or has been revived 
in many churches at the present time. 
a The Albigenses called themselves Johannites, or 
Sons of John the Apostle, and traced their origin to Pat-
mas and the Seven Churches of Asia. Historically their 
church in France was organized by Bishop Nicetas, who came 
from the Balkans to Toulouse in 1167. "It was set up as 
a church of the S~irit, of Love of the Paraclete: altho 
we find that some of them adored the Incarnate word, their 
worship was at least that of the Spirit incorporeal Love. 
Albi~ensianism was the first great protest against the 
real paganism and corruption of Rome. 
The heretical province was Aqqitai ne, the cap-
itol Toulouse; the plains of the South were the battle-
fields soaked with the blood of many crusades against 
them, which they withst ood under their banner of the Lamb 
and the Lion; the Pyrenees were their fortresses and 
asylums of refuge when they fo ught for 20 years against 
2 ,000,000 and bore the. shock of 100 crusades directed 
to~ard their extermination. 
Almost contemporaneously with the establish-
ment of Abigensianism, Peter Wa~do, a citizen of Lyons, 
was drawing to himself the great following of which we 
a Dickinson, Excursions In Musical History 
shall shortly speak as the Waldeness, whose patron and 
example was St. Paul; and the ,.True Church" of St. Peter 
at Rome was stirred to its depths at the thought of the 
perils impending thru the encroachments of these disci-
ples of St. John and St. Paul. 
The Archbishop of Narbonne held a Council and 
appealerl to King Louis VII for aid: ''The Ship of St. Peter'' 
he cried, "is so badly rocke~ by heresies, that it is on 
the point of being submerged ... King Louis VII came to 
the succor of the ship; a crusade was launched with Simon 
de Montfort in command. There followed terrible heresy 
trials; property was confiscated, great men were exiled, 
terribly tortured, burned at the stake; and all to the 
great intoned chant of the heresy trials, King Roberts 
Veni Sancte Spiritus "Come Holy Spirit, Light Divine." 
Heretical towns were wiped out by general massacres, as 
Beziers in 1209, when 15000 people were put to death. 
"Kill them all, God can choose His ovm", was the order to 
the assassins. 
During Bishop Nicetas's stay in Toulouse he had 
won many of the barons to the new faith and with them the 
troubadours, for was not Aquitaine, the land of the trouba-
dours, where were established the Court of Love? and was not 
Toulouse the shrine to which the greatest minstrels made 
pilgrimages: And was not this a very religion for trouba-
dours? It was a church of aristocrats; elegant, chival-
rous, poetic; it was a faith of poets and dreamers¥ 
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The foundation principles of the troubadours were in essence 
Albigensian; sacrifice the essence of love; true love the 
love of the ideal, therefore pure and spiritual, earthly 
love is b u.t the counterpart of heavenly love; love of the 
beloved maid is, therefore, hardly to be distinguished 
from the love of the Holy Maid, the Virgin, or from the 
love of that Bride of Christ, the Church, or even from 
the love of Christ Himself. Here then, in Albigensianism, 
was a religion which was as if made for the troubadors. 
In every point it appealed to them, as it expressed them. 
The Albigensian Church enrolled such great names as Armond 
d' Amel, called by Petrarch, "the Grand Master of Love," 
Bernard de Ventadour, Bertran de Born, and many others 
who fought and suffered for the cause, so that a great 
historian could write, "Poetry was the wings of the heresy 
angel, and the two _greatest forces of the century were the 
lance and the harp." 
Many of the songs of these troubadours, as later, 
of the German Minnesingers, were made sacred or secular 
by the simple process of changing two or three words. 
Others could be interpreted in either way without any 
change in the text., Such songs as the Minnelied All' 
Meiri Ge.darike·ri sirid bei~ Dii" ("All the Thoughts of my 
Heart are with Thee"), might well be sacred both in 
melody and in text, and might with equal propriety be 
a.ddressed to the Virgin Mary, to an earthly lover, or 
to Christ Himself. They differ very slightly in feeling 
and form of expression from such a hymn as 
"Jesus, the very thought of Thee, 
With sweetness fills my breast! 
Others, again, like the anonymous Le Paradis 
are wholly sacred in character and intention. 
In the great religious movements of the mid-
dle ages the troubadours, Minnesingers, and after them 
the Mastersingers, could play almost as important a 
part as the preachers in teaching the people the Bible, 
which was to replace all other authority as a guide to 
living. It is told of several famous preachers that 
when they desired to emphasize a certain point they 
wouibd say, ''If there be any ballad maker in the congre-
gation let him take these words and put them into a song". 
M·:my of these Bible-teaching songs remain to us, such as 
the old mastersinger song "In Ma tthe-wE~ghth Is Written, 
which is the story of the Storm at Sea. 
The Waldensian movement for reformation spread 
through southern France. In the 12th. century it was 
founded as a western church by Peter Waldo, a successful 
merchant of · Lyons. The story runs t hat, deeply affected 
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by the death of a friend and by the song of a ballad singer, 
he consulted his priest as to how he might enter the King-
dom. Surely it was thoughtlessly that the priest quoted 
Christ's words to the rich man ''Sell all that thou hast 
and give it to the poor, and take up thy cross and follow 
me." This was in 1173. Immediately Waldo made arrange-
ments for the distribution of his money in food to the 
people who were s uffering from a famine. Seeking for 
more light he could not find it; for the Bible , when 
read at all in the church, was read only in Latin, a.nd 
the reading was seldom intelligent or intelligi ble. He 
theref6re associated with him two ecclesiastics who 
for money, helped him to translate the Bible into the 
dialect of his people. He committed whole gospels to 
memory and people thronged to hear him repeat and explain 
them. Soon the Church forbade him to preach but he in-
sisted that Christ said, "Go ye into all the world and 
preach the Gospel", and that he must "obey God rather 
than man." 
In 11 83 the first bull was launched against the 
Waldenses by the Pope at theCouncil of Verona, because 
they preached without "being sent". Many of them took 
refuge in the Alps, others spread through the South and 
even into the North. It was believed that Waldo himself 
went into Bohemia, where he remained until his death 
- - -
and where his teachings exercised a powerful influence 
on such a pre-Hussite leader as Peter of Cheliczky; more-
over, the first Moravian ministers were ordained by the 
laying on of Waldensian hands. 
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Nor. were the Waldenses without their troubadours. 
Rayounard, in the Noble Leczori, written about the end of 
the 12th. century, sang of them: "If there be anyone of 
whom it is said that he will not slander, nor swear, nor 
lie, nor be guilty of dishonesty or theft, nor give him-
self up to dissoluteness, nor revenge himself on his ene-
mies, they call him a Vandois, that is a Waldensian, a.nd 
cry, "Death to him!" 
In 1486 a bull of extermination was formulated 
by Pope Innocent Vlll. Then began the crusades against 
them which were to last through two-hundred years of 
massacres, tortures, imprisonments, and burnings at the 
stake. Their articles of faith, the absolute authority 
of the Bible, the Trinity of the Godhead, the sinful 
state of man; free salvation through Jesus Christ; faith 
working by love. In these last two doctrines lay the here-
sy - free salvation and faith working by love - for the 
corner-stone of the churchly hierarchy was this, "God is 
merciful only t hrough His ministers, according to His 
word 'Whoesoever sins ye remit, they are remitted unto 
them." Finally after two centuries of incredible hard-
ships permission was given for them to leave the country, 
to go to Switzerland over the Mont Cenis Pass. In the 
b~tter cold of winter they set out with Pastor Henri 
Arnaud as their chief leader. Half clothed, half fed, 
feeble old men from the prisons, and helpless children 
set forth with the others from Geneva. Many died by the 
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wayside; many died even between the outer and inner gate of 
the city of Geneva when they had just reached the Promised 
Land. And yet that weary remnant of the faithful burst into 
song when they ente red the gates of Geneva, singing that 
famous Waldensian .a orale on Psalm LXXlV, that Psalm of 
fugitive Israel which Theodore de Beza had translated into 
their lang uage: 
"Faut il, 0 Dieu, que nous soyons epars!" 
0 G'od, why hast thou cast thy people off? 
And why against them burns thine anger sore?,. 
Splendid hospitality was shown them in Switzer-
land and in Geneva they found again their famous exiled 
leader, Janavel. But they were not long happy away from 
their own mountains and valleys. After three years of 
exile they completed plans with Janavel to return secretly. 
Led by the same Pastor Arnaud, five-hundred crossed the 
lake in the night and advanced across the countyy, through 
mountains, following the high peaks only for safety, to find 
their way back to their own land. After almost unthinkable 
hardships from cold, exhaustion, illness and attack, they 
gloriously re-entered their own country, in ~~g~st ~[689. 
They saw the valley of Pragela at their feet. In holy joy 
they gave thanks to God, says the old narrative left us by 
Pastor Arnaud, "and whilst the Vandois gave hhanks to God 
on the mountain tops 'neath the vault of heaven, in that 
. - . .. . . ~ . ~ . -
glonious temple, the work of nature and not of human hands. 
all the Catholic priests of the Valley of Pragela aband-
oned their parishes and took to flight, on the report of 
the glorious return of the exiles whom they had so griev-
ously persecuted.M And the hymn which they sang was the 
same hymn that had been sung when the weary exiles en-
tered the gates of Geneva. 
Closely allied with the Albigensian and Walden-
sian movements in point of locality and in association 
was the Reformation movement le.d by John Calvin. Calvin 
had been converted to Protestantism in 1.534. After having 
published his first import~nt work he wished very much to 
visit the Protestant Duchess, Renee of Ferrara, who was 
widely renowned for her piety. Calvin soon found himself 
chased from Basle and not welcome in Geneva, so he found 
the opportunity for his tr~p to court. Two other capable 
people were there at the same time; one Vittoria Colonna, 
the friend of Michael Angelo, the other the famous poet 
Clf~ment Marot, who had become one of the first disciples 
of the Reformation in France. .Calvin wanted to give his 
followers sacred songs to sing, which, as he himself wrote, 
"shall be not merely dignified but holy: which shall be 
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as spurs to incite us to pray to. and praise God. to medi-
tate on .His works, to love. fear, honor, and glorify Him." 
At court he found his poet, Marot, who undertook the trans-
lation of the Psalms into French verse. His popularity was 
not constant, There was a period when his Psalms were in 
such great favor at the Courts of Frances 1 and Henry 11 that 
every courtier and lady chose a favorite Psalm which was 
known as his or her Psalm, just as the old dances were known, 
for instance, as "The Earl of Salisbury's Pavon" etc. These 
Psalms they sang to popular tunes of the day. Then c~~e a 
reversal of fortune, and Marot's long exile; his years in 
Geneva with Calvin; his Italian sojourn which ended in Turin 
in 1.554 with his sudden death, generally believed to have 
been due to poison admi nistered in the interests of true 
religion. Of his works many remain to us, metrical versions 
of Psalms for Calvin, such as By the Waters · of Babylon, 
and very many others, as well as such charming troubadour 
songs as Phis Ne Suis Ce Que JAi Ete 
Marot in his later years had found it a l ittle 
difficult to get on with a severity in Calvin which fre-
quently amounted to intolerance, so that even before his 
death Theodore de Beza had taken up the work of the 
metrical translation of the Psalms into French. 
And now there was to be chosen a musician to 
set these metrical Psalms. Claude Goudimel, from Avignon, 
an excellent musician, founder and director of a famous 
music school in Rome, and in which his most distinguished 
pupi l was Palestrina, was a devoted Protestant. He under-
. tooR the work of setting the Psalms in the form of motets, 
in four, five, six, or eight parts. Goudimel was a victim 
of the massacre of St. Bartholomew. 
His work was taken up by Louis Bourgeois, the 
Paris composer, who li ved with Calvin at Geneva for twelve 
years from 1545 to 1557, and who harmonized more simply the 
melodies of Goudimel ~Bourgeois is best known to us through 
a response w~ich is sung almost every Sunday in almost all 
churches in all Protestant countries in the world, the 
Long Meter Doxology, "Praise God f rom Whom all blessings 
flow." This is variously attributed in our hymnals, to 
Goudbrrel and Bourgeois. It is undoubtedly the case, as 
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with many metrical Psalm tunes, the melodies are Goudimels,' 
the harmonization Bourgeois.' 
Calvin established in Geneva a school which was 
maintained at the expense of the state for the purpose of 
teaching the young to sing, and to lead the mtl sic in the 
church. 
The Waldensians who took refuge in Bohemia must 
have gone in large numbers because we lea~n that in 1254 
there were forty-one schools in the diocese of Passan. 
Besides the Waldensian i nfluence, that of the English re-
former, Wyclif, and of his ''poor priests" called Lollards, 
. . 
made itself powerfully felt there. Bohemia, however, had 
. . . . . . ·-. 
her .own great reformer, John Russ, who from his pulpit in 
Bethlehem Chapel thund~red denunciations against the abuses 
. - .. 
in the church, especially against selling indulgences for 
- -
money and against the crusaders waged by Christians against 
Christians. He defended the use of the Cup in Communion, 
as opposed to communion in one kind only, which was done 
in t he Roman church. The Cup and the Bible are the emblems 
of the Bohemian Church today. Huss found in music a great 
aid. He established ~school for singers in connection 
with his Bethlehem Chapel and he compiled the first Prot-
estant Hymn Book. 
Exco~munication and interdict soon came. In 
1 414 the Pope, under the dictation of Emperor Sigismund, 
called the great council of Constance, before which Huss 
was s~~oned to answer for hi s heresies. His journey 
to Constance was a triumph because all along the way peo-
ple were so glad to see him, and to hear his words, but 
in Constance awaited him only chains, imp~isonment, ill-
ness and death at the stake, July 6, 1415. When news of 
the martyrdom reached Bohemia, the nobles sent a letter 
to the Council of Constance accusing them of their sin. 
The great artillery leader, John de Trac zuow, known as 
Ziska (the One-Eyed), won the consent of the King Wenzel 
to avenge t he wrong. Ziska held up the Cup before the 
army and cried, "Behold your standard!" He armed his 
men, not with unaccustomed swords, but with their great 
iron flails, which everyone of them had known how to use 
since he was big enough to swing one. The Ziska troops 
were victorious in every decisive battle for sixteen years. 
Ziska's one eye was pierced, but he led his forces on to 
never-failing victory, a.gain and again as they advanced 
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to battle singing the great Hussite war song, with is 
hammering accents like the resounding blows of the flail, 
the enemy would turn and run without striking a blow. 
"Warriors who for God are fighting" they would sing, swing-
ing their flails like Jehoshaphat against the Edomites, 
and the enemy would flee. 
A less warlike shoot from the Hussite Church, 
was the sect of the Moravian Brethren from which ca~e 
Hera!'nhut ., center of the first great missionary movement 
of modern times. Their first presbyters were ordained 
by Waldensian bishops. Music played a large and an im-
portant part in their worship. It was the singing of 
these people that affected most profoundly the spiritual 
life and theology of John \Ve sley, as he crossed the stormy 
At lantic with them. Some of these hymns are still sung 
by them among them none more beautiful than the 15th. 
!e~ntYW.:cy Evening Hymn of the Moravian Brethren, The no-
blest musical monument of the great Bohemian Reformation 
is the tone poem Ma Vlast tMy Country") written by 
Smetana, the teacher of Dvorak, on the theme of the Hus-
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si te battle hymn, "the fail song", "Warrfors who for God 
Are Ffghtfrig". The first movement is called "T·abor". after 
Ziska's armed camp on the to-p of Mt. Tabor, which gave its 
na~e to a whole section of the Hussite believers~ the 
Taborites. The second movement is called "Blanik", after 
Mt. Blank, within which, legend says, the old Bohemian 
King Wencelas sleeps through the centuries, to be awakened 
some day when his country's need is greatest and to come 
to its succor. But Smetana has not used in this movement 
· the Wenceslas Chorale but the Hussite chorale, in the con-
viction that only through Protestant Christianity can Bo-
hemia be saved. It is of -r ote that the performance of 
this composition is now forbidden 1n Bohemia. 
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Wyclif and his followers known as Lollards, a 
nickname derived from the Angle-Saxon verb, lulleri, to sing, 
the root of our word lullaby, gave the world its first 
Protestant hymnal. The Utroquists or Calixtines published 
a Czech hymnal in 1501. The United Brethren in 1505, 
twenty years before Luther, gave one. 
The Swiss reformer, Zwingli, was perhaps the 
most highly cultivated musically of all the reformers. 
His ~nemies called r.im the "Evangelical "F'lute" and said 
of him, "He goes through the land, this new Orpheus, lead-
ing the beasts." They said this in derision, but he might 
well have gloried in his ability to raise men's ideals 
by hi s music • . 
After the long night of the dark ages, the 
light of day broke into Germany through song. Its ap-
proach had been heralded in Bohemia a century before and 
even as early at the fourteenth century. There were voices 
before him both in England and on the Continent, but in 
Luther 'l'le find the music master of the Reformation. While 
the movement was still in its infancy Luther became acute-
ly _conscious that one of the most urgent needs of the new 
church was that of something to sing. He wrote Nicholas 
Housman, Pastor of Zwickan: "I would we had many German 
songs which the people could sing during the mass. But 
we lack German poets and musicians, or teey are unknown 
to us, who are able to make Ghristia~ and spiritual songs, 
as Paul called them, which are of such value
1
that they can 
be used daily in the house of God." 
Many soon appeared to supply this want. Luther 
himself, after the completion of his translation of the 
New Te stament, turned his attention to writing hymns which 
avoided dogma. He wrote to Spalatin in 1524 "I propose 
after the example of the Prophets and of the early Fathers, 
to write for the people some German hymns and spiritual 
songs, so that, by the help of song, the word of God may 
abide among them." That the word of God did in large mea-
sure abide among the people through the means of song we 
have ample evidence in the writings of Luther's adversar-
ies: "The people are singing themselves into the new doc-
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trines", wrote one of them. "Luther's songs have damned more 
sculs than all his books and speeches" said a Jesuit priest. 
The first Evangelical hymnal which was published 
in 1524 by Luther's friend, Johann Walther, was said to 
contain four of Luther's ovm hymns; during that same year 
he is reputed to have written fourteen more. So great was 
- -
the activity in hymn writing that before Luther's death 
sixty collections of hymns had been i SS L<ed. Luther did 
not establish a separate school for the learning of Church 
music as did Russ and Calvin, but brought all his influ-
ence to bear on having music introduced into the public 
schools through the land. "The devil can't bear music", 
he wrote; "music is one of the most beautiful and glor-
ious gifts of God and allied closely to t heology. Kings 
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and princes should favor it and encourage it. I have always 
loved it; it is absolutely necessary to encourage the study 
of it in our schools." 
When we speak of the hymns of Martin Luther, 
our thoughts turn at once to well-known stately chorales 
and, first of all, to the great chorale . whi 9_h _;v{e .. l:J.ay_e ·-
come to consider the marching song of the you~g church, 
or as the German poet Heine called it, the "li!arsellaise 
of the Reformation," "A Mi ghty Fortress is our God." 
In more than one sense was this hymn t he marching song 
and the keynote of the .Reformation. 
Luthe r in Germany, andCalvin at Geneva, were 
determined to put down the practice of antiphonal chant-
ing, a nd to introduce congregational singing. The effect 
of this new movement was electric. The Scriptures, which 
had long been shut up in a dead language, were thus re-
leased, to the understanding and hee1.rt of the worship~rs. 
They were welcomed 'Ni th unbounded enthusiasm. That car-
dinal principle of the Reformation, by which responsi-
bility was individualized, was thus infused into the 
theory and practice of worship, and the hear t of the 
people opened to receive it gratefully. 
France and Germany were instantly infatuated 
with the love of Psalm-singing. These Psalms were com-
monly heard in the , streets, accompanying the labors of 
the artificer. They found their way to the cities of 
the low countries, and under their inspiration, many of 
the weavers and wollen manufacturers of Flanders left 
their looms and entered the ministry. German, Dutch, 
Bohemian, and .Polish versions of the Psalms in metre, 
and bbth French and German hymns, were soon multiplied 
to an almost fabulous extent. The enthusiasm of Luther's 
work is well known; and the popularity of his sixty-
three hymns may be inferred from the fact that spurious 
collections were hawked about the cities of Germany under 
his name. Hymns in the vernacular dialects becal'lle a pow-
er in the Reformation coordinate with that of the pulpit. 
Upon the masses they we re far more potent than any other 
uninspired productions of the press. At Augsburg in 
1551, three or four thousand singing at a time was but 
a trifle. The y outh of the day sang them in the place 
of ribald : s ongs; mothers sang them beside the cradle; 
journeymen and servants sang them at their 
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labor, and market men in the streets, the husbandmen in 
the fields. The six thousand hymns of a single poet, Hans 
Sach, bears witness to the demand and supply. 
In 1529 a Romish priest was preaching at Lubec, 
and as he was concluding, two boys commenced singing one 
of Luther's hymns, when the whole assemply joined. If at 
any time one of the priests ventured to inveigh against 
Luther's doctrine the congregation wovld answer him, 
and drown his voice by singing one of Luther's hymns. 
At Heidelberg the Reformation was sung into the 
people's hearts. Fearing the Emperor., the Elector Fred-
erick did not suppress the saying of mass as soon as the 
. . 
people desired. Therefore, on a certain occasion, just 
as the priest was about to begin the service at the high 
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alter, a solitary voice led off in the singing of Sparatus's 
famous hymn, "Est ist das Heil uns kommen her." The vast 
assembly instantly joined; and, the elector taking the 
hint, mass was said -no more. 
It wasnot by preachers nor by religious books 
and tracts that the Reformation was introduced into the 
city of Hanover, but by the hymns of Luther, which the 
people delighted to sing. 
The Papists saw, with surprise and dismay, the 
success which crowned these noble efforts of the Reformers, 
and their first impulse was to fight with the same weapons. 
These hymns, however, although a little altered to suit 
Romish views, still c:ontained seeds of truth which pro-
mised to germinate and to produce spiritual fruit. Hence, 
about the middle of the sixteenth century, all Papists 
were prohibited from singing them, and from that time the 
name "psalmodist" or "psalm-singer", was applied to the 
Protestants, in derision. It became synonymous with 
Reformer, Huguenot, Calvinist, and Heretic. 
About the time the good leaven began to work 
in Great Britain, six thousand persons of all ages might 
have been heard singing the new songs at St. Paul's Cross 
in London, and this, it is said, was "sadly annoying to 
the mass-priests and the devil." 
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We have reason to be thankful that in almost 
every age of the Christian church, God has raised up men 
eminently qualified to \Vri te songs for the worship service. 
Some of the lyrics, as we have seen have expressed the 
spiritual life of the church in the early morning of her 
history. Others we know as the death song of martyrs, 
and some will remain the battle shouts of the Reformation. 
Watts and Wesley we know as reformation writers. Watts 
left us many versions and imitations of Psalms beside 
many very excellent and popular hymns. Many of these 
are remarkable for elegance and force of diction; for 
beauty and grandeur of conception, and for the pious spir-
it by which they are pervaded. Charles Wesl ey 's life was 
a continuous outburst of sacred song. Mr. Fisk ' # in the 
Introduction of the Wesleyan Psalte-r says "He (Charles 
Wesley) has sung in his own style, a style characterized 
by smoothness, and harmony, and pathos, and power and 
b~uty, and occasionally by sublimity and grandeur. There 
is nothing in the form of pee try, within the compass of 
uninspired language', to surpass in composition many of 
the Psalms in thi s volume." 
The "bard of Methodism" was a wonderfully 
voluminous writer. About four-thousand-six hundred of 
his hymns have been printed, and about two thousand still 
remain in manuscript. "An irrepressible fervor of soul-
::.,q Introduction of Wesleyan Psalter, Fi sk (publisher) 
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a deep, vivid, and abiding religio i;_ s experience - is the 
distinguishing characteristic of his immortal lyrics, which 
embody the great rev i val spirit which burned so intensely 
in the hearts of the Wesleyan Reformers. 
The hearts of the great founders of Methodism 
having been "strangely warmed" a new song was put into 
their mouths. Methodism has been happily denominated 
"Christianity in Earnest". It deplored the degeneracy 
of the times, and ushered back the simplicity, purity, 
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and power of primitive Christianity. It brought back 
congregational singing. Societies were formed, stated 
meetings held; persecution raged. Driven from the churches, 
the people worshiped in the fields. The field preaching 
of Wesley and Whitefield in 1 ?39, "became the starting point 
of our modern religious history." 
Methodism has always attached due importance to 
the intellectual, claiming the "classic shades" of Oxford 
as the place of her nativity. Nevertheless she has always 
put the heart in advance, maintaining her orthodoxy by 
her spirituality, rather than vise versa. Missionary 
in her vision, she claims the world for her parish, and 
stands pledged to active, aggressive movements. With such 
an esprit de corps, could it be expected that she would 
march into battle si l ently, or with soulless songs? Might 
we not rather expect in the van of her armies stirring 
notes? 
----
Shall we go with Whitefield to Hannon Mount, at 
Kingswood, England. Fifteen thousand people are listening. 
The trees and hedges are full of people, Whitefield him-
self says that "to behold such crowds of colliers together, 
and to hear the echo of their singing resounding over the 
mighty mass, suggested to him the scene of the general as-
sembly of the spirits of just men made perfect when they 
shall join in singing the song of Mosesand the Lamb in 
heaven." 
Or shall we go with him to Kenningtonton Common 
in London. The message of the preacher carried one mile, 
and when the hymn was sung those who were t wo miles away 
paused to listen. 
Such were the scenes witnessed by the Wesleys 
• 
and Whitefield in London, Bristol, New Castle, and in 
many other places. The uproar of a furious mob was often 
calmed into silence by the songs, rising above the harsh 
cries. 
On May 12, 1739, the corner-stone of the first 
Methodist church in the world was laid at Bristol, England 
with the voice of praise. So generally familiar were the 
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Methodist tunes that Mr. Wesley, as he traveled, frequently 
heard them sung or whistled by Roman ~atholic children. 
Wesleyan singing was a. magnetic force in early Methodism. 
Hundreds of hearers who cared nothing for the preaching 
were charmed to Methodist assemblies by Charles Wesley's 
simple and effective tmnes. Music secured them much suc-
cess among the Irish. A curious example is told by one of 
the Irish preachers. At Wexford the society was persecuted 
I 
by Papists, and therefore, met in a closed barn. One of 
the persecuters had agreed to conceal himself within it 
beforehand, that he might open the door to his comrades 
after the people were assembled. He crept into a sack 
beside the door, The singing commenced, but the Hibernian 
was so taken with the music that he thought he would hear 
it through before disturbing the meeting. He was so grat-
ified that at its conclusion he thought he would hear the 
prayer also. This was too powerful for him. He was seized 
with remorse and trembling, a.nd roared out with such dis-
may as to appal the congregation, who began to believe 
that Satan himself was in the sack. The sack was at last 
pulled off of him, and d.isclosed the Irishman, a. weeping 
penitent. Of course the major charm of early Methodist 
singing was in its earnestness, and congregational unity. 
All of the people sang lustily. 
The church was indeed blessed in having not 
only John Wesley, the theologian and ecclesiastical legis-
lator, but also Charles Wesley, the poet and songster. The 
liveliness of the Wesleyan Church music was, to a consid-
erable axtent, the result of the stirring character of the 
hymns. Methodist hymn music early took a high form of 
emotional expression. It could not have been otherwise 
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in a community continually stirred by religious excitement. 
It was also a necessity of the rapturous peetry of Charles 
Wesley, for, with it,a tonic or commonplace music would be 
absurd. Handel found in Methodist hymns a poetry worthy 
of his own genius. 
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In speaking of the Wesleyan singing, .John Wesley 
says that "their solemn addresses to God are not interrupted 
either by the formal drawl of a parish clerk, the screaming 
of boys, who brawl out vhat they neither feel nor under-
stand, or the unseasonable and unmeaning impertinence of 
a voluntary on the organ. When it is seasonable to sing 
praise to God, they do it with spirit and with the under-
standing also; not in the miserable, scandalous doggerel 
of Hopkins and Sternhold, but in psalms and hymns which 
are both sense and poetry, such as would sooner provoke 
a critic to t urn Christian than a Christian to turn crit-
ic. What they sing is, therefore, a proper continuation 
of the spiritual and reasonable service, being selected 
for that end, not by a poor, humdrum wretche who can 
scarcely read what he drones out with such an air of im-
portance, but by one who knows what he is about; not by 
a handful of wild, unawakened striplings, but by a whole 
serious congregation; and these not lolling at ease, or in 
the posture of sitting, drawling out one word after another, 
but all standing before God and praising him lustily and 
with a good courage." 
In singing the Wesleys i~~ortalized themselves 
as reformers. Methodism furnished Great Britain with the 
best model of devotional singing known to the world since 
the time of the primitive Christians. It very far sur-
passed the singing of the Protestant churches in the days 
of the Reformation, in the excellence of the hymns, the 
suitablemess of the tunes, and in the spirituality 
which pervaded the music. 
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In the church music of America there have been 
t wo periods of degeneracy. The first came in the year 
1?20. Few congregations could sing more than three or 
four tunes, and these were sung so badly as to be intolerable 
to those who had any degree of musical culture. The wis-
est and best ministers exerted themselves to effect a 
reformation. Edwards, Symes of Bradford, Ma ther, Wise, 
Stoddard, Dwight, Thatcher, Walter, Prince, Woodstock, 
and others, took the lead in this matter. They preached 
sermons on the subject, and associations of ministers 
were formed to further the object in view, by preparing 
essays. In 1?20 Mr. Walter published his singing-book, 
the preface signed by fourteen distinguished men. Stern 
res i stance was offered to these efforts for reform. 
Singing by note, or "regular singing", as it was called, 
was popish - "the old way was good enough". The singing 
of two or three tunes at the same time by different 
portions of the congregation, either ignorantly or in-
tentionally; or, what was no uncommon thing, the singing 
of some one tune, professedly, in almost as many dif-
ferent ways as the ~e were voices, according to each one's 
caprice or fancy for embellishment, so that it sounded 
like five hundred different tunes ·~!'oared out at the same 
time did not offend the blunted musical sensibilities 
' 
of the age. After ten years of intense excitement the 
reform was accomplished, and there came a great calm 
and much musical prosperity. 
A second period of degeneracy in church music 
in America . occurred about the beginning of the nineteenth 
century. It was not the result of the total neglect of 
musical education, but was occasioned by the introduction 
of the noisy tunes of Billings. William Billings was one 
of the first composers of music in America, if not the 
v ery first. He was born in New England of humble par-
entage; occupation a tanner; "deformed in person; blind 
in one eye; one leg shorter than the other; one arm some-
what withered; with a mind as eccentric as his person 
was deformed". He died in the year 1800. He had genius 
and energy, but was almost totally destitute of education. 
Although his crude compositions did much dam-
age to the cause of congregational singing, yet such 
was his zeal and enthusiasm that many were aroused from 
their lethargy to consider the importance of music, and 
in this way, doubtless much good was done." 
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After thirty years of use, the Billings tunes 
were driven from the churches, mainly through the influ-
ence of ministers. The reaction was sudden and vmolent, 
and led to the adoption of tunes so stiif, slow, and dull 
that the spirit and life of singing could scarcely co-exist 
with them. From 1850 to 1900 however, there was gradual 
improvement in this respect. From 1900 to the present 
the individualistic hymns have given way to the social. 
There is often a superfluity of the operatic and florid 
in our modern church anthems and solos, but the majority 
of choir masters have learned to appreciate that legato, 
worshipful style and are building with pastors true wor-
ship services. 
We have seen that from the Hebrew Temple with 
its choir and its Psalms, and from the synagogue and the 
early Christian fraternities, with their cantillation 
and choral antiphony, through the slowly-formed rituals 
of both the Eastern and the Western churches, with their 
sonorous and sumptuous services, and through the much 
simpler usages of all the different Reformed churches, 
with their return in some way to the congregational praise, 
even to the manifold customs of modern Christendom, with 
the curious blending of its several denominations of 
musical habits derived most variously through distinct 
lines of tradition, everywhere and always public worship 
has chosen to make utterance freely through poetry meant 
for singing, and to count music, usually both vocal and 
instrumental, as a cherished and indispensable part of 
its liturgical apparatus. The union of religion with 
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music, e a.n be illustrated by instances drawn from every 
quarter of the civilized world, and from every age through-
out not less than three millenniums. The relationship be-
tween music and religion is not so loose or casual as either 
some musical enthusiasts or some religious workers would 
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have us imagine. Music is to a striking degree the creation 
or child of the church. Many of its most ordinary techinal 
ways and resources were discovered or invented primarily 
because the church needed them. Hundreds of its most con-
structive masters were trained primarily as ecclesiastical 
officers, so that sometimes for ages together, the entire 
direction of its artistic progress has been given by those 
whose minds were full of religious motives. The stages, 
of advance leading up to our modern musical styles were 
many of them strictly ecclesiastical undertakings, called 
forth by religion, intended to dignify religion, and 
more or less potent in fostering and conserving religion. 
The few pioneers in the tenth, eleventh, and twelfth cen-
turies whose names we know were all monks. ,The congrega-
tional hymn singing of the Reformation caused a musical 
revolution, true Harmony and true Form for the first time 
taking their places with counterpoint as structural de-
terminants of the art. Modern music is largely dominated 
by the opera. If we go back two-hundred-and-fifty years, 
we find that the opera dnd the oratorio of that da.y were 
almost indistinguishable, both being primitive attempts 
to give a musical treatment to a dramatic text, sacred 
or secular. Soon after 1650 they began to separate. 
The Oratorio transplanted from Italy to Germany and thence 
later to England, took on many features from pure church 
music, and in the hands of Mendelssohn, a Christian Jew, 
attained a striking culmination as a composite art-form. 
Song is possible because music and speech are 
akin by nature. Religious experience constantly tries 
to realize itself in words, seeks to bring to utterance 
what it knows and feels and desires. The attempt, however, 
to use religious terms by themselves shows the weakness 
of mere language. Here music comes in, with an almost 
magical power to incorpo~ate itself with words, to follow 
their every movement and suggestion, and to add to them 
just the color needed, music thus proves itself to be 
a true extension of language, giving it a scope and an 
intensity impossible in itself. To express the heart-life 
I .J. 
and soul-life of religion words seem very stiff and shallow. 
Painting, Sculpture, ar?hitecture, dramatic representation, 
poetry, eloquence - all have been called into religious 
service, and in each case with glorious results. But we 
dare say that not one of these has been more effective in 
creating and perpetuating the religious atmosphere than has 
mocal music. <ll "Our A..'llerican poet, Sidney Lanier, with his 
prophetic insight, never wrote a truer line than this, 
"Music is love in search of a word." We know what in-
f'inite meaning he gave to "love", and how he meant by it 
all that the best spiritual thought could require, and 
what he affirmed of love might also have been affirmed 
of hope and peace and joy, and all the other cardinal 
sentiments of the inmost spiritual life. Words alone 
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cannot tell them or preach them, but song e-an and does in 
forms too manifold and etherial to be described, Hence it 
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is that in public worship, where just these sentiments strug-
gle into open manifestation, music, at least in the form 
of song, becomes practically a necessity." 
In Catholic worship song plays a vitally import-
ant part. The Latin text with which each true catholic 
worship~r becomes (more or less) familiar, makes him feel 
at home in any church of his faith the world around. Some-
times I wish the Protestant faith might have at least a 
few common chants and prayers which might make us feel more 
at home in the worship of a church of another nationality 
and tongue. 
People think of Unitarians as "intellectual" 
rather than spiritual, as "moral~ rather than religious. 
Those who hold this must think the sa.rne of their hymns 
for the Unitarian has spoken his creed in his hymns. They 
Hffirm the Brotherhood of Man, Salvation by character, 
the Immediate and Constant Presence of God, the Encom-
passing and Sustaining Guidance of God, A Revelation of 
God in Nature. Christian Science hymns reveal the faith 
and creed of Mother Eddy. All Trinitarian denominations, 
in Europe, in America and in the Orient sing hymns to God, 
Since the year 1800, agents of the various missionary so-
cieties, Y.M.C.A., Y.W.C.A. Army and Navy, and Salvation 
Army have produced hymns in upwards of a hundred and twen-
ty languages and dialects, of which more than one half 
have never previously been reduced to writing. Some of 
these are in native, some in English meters, and, as 
might be expected, a large portion of them are transla-
tions from English or German originals. 
Some feel that the wea.kness of the A.'Il.erican 
non-liturgic churches is the want of a definitely auth-
orized order of services. The great freedom of choiee 
opens the way equally to the American gospel hymn (mostly 
fit for shouting at street corners), and some tawdry op-
eratic-like chorus. Musically speaking there are great 
opportunities for the American church if she is wisely 
guided. a :Srown in "The Art of Preaching" says to all 
preachers and other worship service builders, "You have in 
your hands a hymn book where the saints and the singers 
of all ages and of all the churches have lifted up their 
hearts to the One God and Father of us all, praising him 
in the beauty of holiness: Here in a single hymnal in 
constant use in almost any one of our churches are "Blest 
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be the tie that binds", and "I need Thee Every Hour"; written 
by Baptists: Here are "Holy, Holy, Holy, Lord God Almighty", 
and "The mmrch t s One Foundation is Jesus Christ the Lord", 
written by Episcopalians: Here are "Love Divine, All 
Love excelling" and "Jesus, lover of my soul" writ ten by 
a Methodist: Here are "Stand up, Stand up for .Jesus" and 
"I Heard the Voice of Jesus say, Come Unto Me and Rest" 
writ ten by Presbyterians. Here are "Lead Kindly Light" 
a, Brown, The Art of Preaching, 206. 
and "Jerusalem the Golden" written by Roman Catholics! 
Here are "A Mighty Fortress is Our God", and "Now Thank 
we all Our God 11 written by Lutherans! Here are "Nearer 
My God to Thee", a.nd "In the Cross of Christ I Glory" 
written by Unitarians! Here are "My Fc:d th looks up t o 
Thee" and "0 lviaster, let me walk with Thee" written by 
Congregationalists. 
Doctrinal discussion and personal preference 
in the matter of ritual and polity may divide us but we 
L lf...., e 
all come together in prayer and praise. With s uch a hymnal 
one can enlist the congregation in an act of mammon, cor-
porate worship." 
We need consider, however, only a few striking 
hymns to see that church union in the hymn book has come 
about only thr0ugh alteration. For example, The Gloria 
Patri, or the Gnostics and Arians against the Trinitarians: 
Christian Dost Thou See Them, or the Christian as against 
the Moslem: Hora Novissima and the Court of Rome in the 
Dark Ages: Rock of Ages, or the invective against Armin-
ianism: When Wilt Thou Save the People, or fighting the 
Corn Laws in England: The Glory Song and the plea for es-
chatology. 
The church is united through hymns only wherein 
alterations have been made innumerable times to adapt these 
argumentative poems to suit the local belief or creed. These 
alterations are proof positive that hymns in their first 
estate are homilies, arguments, proselyting agencies, to 
set up a new faith, or to renew the faith that we now have. 
Beside our hymns which form a large part of our 
worship music we are most fortunate to find in store for 
us a wealth of rich solo, duet, a.nthem, cantata, and or-
atorio material. Short lists of useful numbers ma.y help 
us to build our services. 
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Sacred Solos. 
Agnus Dei - - - - - - - - - - - - - - Bizet 
Angels Ever Bright and Fair (Theodora)- - Handel 
A Prayer - - - - - - - - - - - - - - Rogers 
Arise, Shine, for thy Light is Come - - - W~cDermid 
A Sign At ~wilight - - - - - Carl Hahn 
A Song of Thanksgiving Bartlett 
Bach - Gounod Ave Maria -
Ave Verum - - Gounod 
Blow Ye The Trumpet in Zion - - - - - - - Spross 
But the Lord is Mindful of His Own (St.Paul) Mendelssohn 
But thou didst not leave his soul (The Messiah) Handel 
Christ In Flanders - - - - - - - - - - - Ward - Stephens 
Come Unto Him - - - - - - - (The Messiah) Handel 
Come Unto Me - - - - - - - - - - Wm. Coenen 
Come Ye Blessed - - - - - - - - - - - - - Scott 
Crucifix - - - - - - - - - - - - - - - - Faure 
Ev'ry Valley Shall be exalted (and Recit. Comfort Ye, 
My People) (The ]!l:essiah) Handel 
Eye Hath Not Seen (The Holy City) - - - - Gaul 
Flanders Fields - - -
Forever With the Lord - -
Gentle Holy Saviour - - - - - - - - - -
Gloria 
Bergen 
Gounod 
Gounod 
Buzzi-Peccia 
Sacred Solos 
Glory in the Highest, Glory! - - - - - - - - Bliss 
Glory to Thee, My God, This Night - - - Gounod 
God is a Spirit - - - - - - - Scott 
God Shall Wipe Away All Tears - - - - - Harker 
Hear Ye Israel (Elijah) Mendelssohn 
He Shall Feed His Flock (The Messiah) - Handel 
He That Dwelleth in the Secret Place - - - MacDermid 
He Was Despise ti (The Messiah) - - - - - Handel 
How Beautiful are the feet(The Messiah) - - Handel 
How beautiful Upon the Mountains - Harker 
How Lovely Are Thy Dwellings - - - Liddle 
I Cannot Always Trace The Way - - - Olds 
I Know that my Redeemer Liveth (The Messiah) Handel 
If With All Your Hearts (Elijah) - - - - - - Mendelssohn 
Is Not His Word li ke a Fire? (Elijah) - - - -Mendelssohn 
It is Enough (Elijah) - - - - - - - - - - Me ndelssohn 
Jerusalem (Gallia) - - - - - - - - - - - - - Gounod 
Jerusalem Parker 
Jerusalem! Thew That. Killest the Prophets (St.Paul) 
Mendelssohn 
Jesus Master - - - - - - - - - - - - - - - - Sehnecker 
Jesus of Nazareth - - - - - - - - - - - - - Gounod 
Jesus the Very Thought of Thee - - - - - - - Klein 
Light From Heaven - - - - - - - - - - - - - -Gounod 
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Sacred Solos 
Like As The Hart - - - - - - - - - - - - - - - J. West 
Little Noel - - - - - - - - -
Lord, God of Abraham (Elijah) 
Love Never Faileth -
Love Ye the Lord (Largo) -
Mother O'Mine -
My Task - -
My Redeemer and my Lord -
- - Emile Louis 
Mendelmsohn 
-Root 
-Handel 
Tours 
Ashford 
Buck 
Nazareth - ~ - - - - - - - - - - - - - - - - -Gounod 
Not Ashamed of Christ -
Now The Day Is Over - - - - - - -
0 Divine Redeemer - -
0 Eyes That Are Weary - - - - - - - -
Boex 
Speaks 
Gounod 
- - Harker 
0 "for the Wings of a Dove (Hear My Prayer) - -Mendelssohb 
0 God have Mercy (St. Paul) - - - - - - - Mendelssohn 
0 Holy Night (Cantique de Noel) - - Adam 
0 Jesus Thou Art Standing - - - - - - - - True 
0 Master Let me Walk With Thee - - - - - - - Speaks 
0 Rest in the Lord (Elijah) - - - - :.. - - - - Mendelssohn 
0 Stern O~d Land - - - - - - - - - - - - - - -Franck 
Palms - - - - - - - - - - - - - - - - - - - - Faure 
u u . 
Sacred Solos 
Rejoice Greatly (The Uessiah) - - - - - - - - - Handel 
Remember Now Thy Creator - - - - - - - - - - - -Bingham 
Repent Ye .- - - - - - - - - - - - - - - - - - - Scott 
Rest At Eventide - - - - - - - - - - - - - Baynton - Power 
The Everlasting Hills - - - - - - - - - Nevin 
8?. 
The Go od Shepherd 
- - - - - - - - -
Van De Water 
The Light of Heaven's Own Day 
- - - - -
Briggs 
The Living God 
- - - - - - - - - - - - - -
O'Hara 
The Lord Is My Light - -
- - - - - - - - - Speaks 
The Magdalene - - - - - - - - - - - - - - - - - Warren 
The Silent Voice - - - - -Roma 
The Ransomed of The Lord -MacDermid 
The Peace of God - - -Gounod 
The Penitent - - -VanJ'DeWater 
The Publican - " " tl 
There Is A Green Hill Far Away - - - -Gounod 
These Are They (The Holy City) -Gaul 
Thou Wilt Keep Him In Perfect Peace - - - - - - MacDermid 
Through Peace To Light - - - - - - - - - - - - -Baltzell 
The Voice in The Wilderness - - - - - - - - - - Scott 
Watch Thee and Pray Thee - - - - -
With Verdure Clad (The Creation) -
- -Smith 
- - - - -Haydn 
Ye People, Rend Your Hearts (Elijah) - - - - - -Mendelssohn 
Sacred Duets. 
Come Unto Me - Coenen, Sop. Ten. 
Crucifix - - - - Faure, sop. Alt. 
Eventide - - - - - - - Nevin, sop. ten. 
Forever With the Lord ~ - - - - - -Gounod, sop. alt. 
Glory to Thee, My God, This Night - - -Gounod, sop. alt. 
Guide Me, 0 Thou Gre ·:;,t .Jehovah- - - - Lansing, sop. bar. 
Le s Rameaux (Palm Branches) - - - - - -Faure, sop. alt. 
Love Divine, All Love Excelling (Daughter;.; of .Jarius) 
Stainer, sop. ten. 
Salve Regina (merciful Saviour, hear our prayer) 
Monestel, a or t. b. 
Savious, Source of Eve-ry Blessing - - Geibel, s·op. alt. 
Sing, for the World Rejoiceth - - - - -Geibel, sop. alt. 
The Peace of God - - - - - - - - - - - Gounod, sop. alto 
The Vesper Hour - - - - - - - - - - - -Nevin, sop. ten. 
They Shall Hunger No More (The Holy City) Gaul, sop. alto 
There is a Green Hill 
- - - - - -
-Gounod, sop. alto 
Wherefore Is Thy Soul Cast Down? (Eli) Co s ta, sop. ten. 
Anthems and Responses: 
Appear, Thou Light Divine! - - - - - - - - - - Morrison 
Ave Maria - - - - - - - - - - - - - - - - -Bach-Gounod 
And The Spirit of God (Creation) -
- - Haydn 
Blessed is The Man - - - - - - - - - - - - Federlain 
Break forth, 0 Be~tious, heavenly Light - - - -Bach 
Choral - - - - - - - - - - - - - - - - - - - - Bach 
Come Unto Him - - - - - - - - - - - - - - - - -Tuckerman 
Come Unto Jle -
Father, in Thy Presence Kneeling -
Gloria (From 12th. Mass) - - -
Glorious Forever -
Coenen 
- Wedell 
- Mozart 
Rachmaninoff 
God is a Spirit - - - - - - - - - - - - - - - -Hopekirk 
God of Our Fathers (Recessional) - - -
- Schnecker 
Grant We beseech Thee, Merciful %ord -
- Broughton 
Grieve Not The Holy Spirit of God - - - - - - -Stainer 
He Goes Before You - - - - - - - - - - - - - - Wool er 
Hear Our Prayer - - - - - - - - - - - - - - - -Ryder 
I Hear Thy Voice - - - - -
- - - - - - Lang 
I Heard Thy Voice of Jesus Say - - - - - - - - Huerter 
Immortal Love(AllDen) - - - - - - - - - - -- -Scott 
I Will Give Thanks Unto Thee - - - - - - - - - Barnby 
Lord, Thou Hast Been Our Dwelling Place -
0 For The Wings of A Dove - - - - - - - -
-Fletcher 
-Mendelssohn 
0 Lord, Our Lord, How Excellent Thy Name - - - Rogers 
0 Lord, Most Holy 
0 Praise the Lord of Heaven -
0 Taste a nd See - - - - - - -
-Cesar Franck 
- -Marks 
-Nevin 
Anthems and Responses: 
Return to the Lord - - - - - - - - - - - - - - Burdett 
Sanctus (Holy, Holy, Holy) - -Gounod 
Spirit of God Descend Upon M:Y Heart - -Brown 
The Earth Is Exalted 
- - West 
They Have Taken Away My Lord - - - - - - - Staine~ 
Thine Is The Kingdom - - - - - - - - - Gaul 
Thou Art My All - - - - - - - - - - - - - - - -Wooler 
Turn Thy Face From My Sins 
Unfold Ye Portals (The Redemption) - - - - - - Gounod 
What Are These That are Arrayed in White)-- -Staine r 
90. 
Cantatas For The Harvest Season: 
Give Thanks Unto God - - - - - - - - - - - Clough - Leighter 
Songs of Thanksgiving - - - - - - - - -Maunder 
The Harvest is Ripe - -Schnecker 
Oratorios And Cantatas For Advent: 
Galia 
- - - - - - - - - - - - - -
-Gounod 
Out of Darkness 
- - - - - - - - -
-Gounod 
Redemptiv.·el Hymn 
- - - - -
-Parker 
The Last Judgment 
- - - - - - - - - - - -
-Spohr 
The Morning Star - - - - - - - - - - - - - Schnecker 
Oratorios And Cantatas For Christmas 
Christmas Eve - -
Christmas Tidings -
- - -Ga.de 
- - - -Berwald 
Noel - - - - - - - - - - - - - - - - - - - Saint-Saens 
The Adoration - - - - - - - - - - - - - - -Nevin 
The Christ - - - - - - - - - - ~ - - - - - Rutenber 
The Hope of the World - -Schnecker 
The Manger Throne 
- - - -
-Manney 
The Messiah 
- - - - - -
- -Handel 
The Night of the Stars 
- - - - - - Lang 
The Story of Bethlehem 
- - - -
Pro throe 
Oratorios And Cantatas For Lent: 
As the Hart Pants - - - - - - - - - - - - Mendelssohn 
Oratorios and Cantatas For Lent (cont) 
Gounod Gallia - - - -
Hear My Prayer 
Stabat Mater -
Stabat Mater -
- - - Mendels sohn 
- - Dvor:=tk 
- Rossini 
The Burden of the Cross - -Reed 
The Crucified - - Nevin 
The Crucifixion - -Stainer 
The Crucifixion and Resurrection - - - - - - - Berwald 
The Passion According to St. Matthe:w- - - - - -Bach 
The Prodigal Son - - - - - - - - - Sullivan 
The Seven Last Words of Christ -
The Story of Calvary - - - - - -
Olivet to Calvary - - - - - - - -
Oratorios and Cantatas for Easter: 
- Dubois 
Schnecker 
-Maunder 
Easter-tide - - - - - - - - - - - - - -Barch 
Easter Eve and 11.forn - -Stevenson 
Christus - - - - - - Mendelssohn 
From Death to Li~e - - Bartlett 
Gallia - - - Gounod 
The Crown of Life 
- - - - - - - - - - -Nevin 
The Crucified - -Nevin 
The Crucifixion - -Stainer 
The Crucifixion and Resurrection - - - Berwald 
The Daughter of ~airus - - - - - - - - - - Stainer 
The Messiah - - - - - - - - - - - - - - - - - Handel 
The Redemption - - - - - - - - Gounod 
The Risen Kir~ - - - - - - - - - - - - - - Schnecker 
Cantata For Epiphany: 
The Woman ofSamaria - - - - p - - - - - Bennett 
Sacred Cantatas For Scenic Production: 
Belshazzar - - - - - - - - - - - - - - -Butterfield 
Esther, the Beautiful Queen - - - - - - - - Bradbury 
Joseph's Bondage - - - - - - - - - - - - - -Chadwick 
Rebecca - - - - - - - - - - - - - - - - - - Hodges 
Ruth and Boaz -- - - - - - - - - - - - - - -Andrews 
Cantatas For Festivals: 
Come Let Us Sing - - - - -Mendelssohn 
God, Thou Art Great - -Spohr 
In Constant Order - - - - - - - - - - - - - Weber 
Praise Jehovah - - - - - - - - - - - - - - -Dvorak 
The Lord Reigneth - - - - - - - - - - - Schnecker 
Oratorios and Cantatas 
Elijah - - - -
Hymn of Praise - - - -
Mendelssohn 
Mendelssohn 
Messe Solenelle - - - - - - - - - - - - - - Gounod 
Ruth - - - - - - - - - - - - - - - -Gaul 
The Coming of The King - -
TheCreation - -
The Holy City- - - -
The She pherd's King-
The Triumph of David 
Pan 
The Rose Maiden -
Secular Cantatas 
-Buck 
Haydn 
- Gaul 
- - - O'Kane 
- - -Buck 
- - Bliss 
Cowen 
94. 
Summary. 
We have endeav ored to show that man innately uses 
music in worship. The -primitive African, Figian and American 
Indian uses each his type of this art to worship. We have 
looked into China, and Japan to find that in ancestor wor-
ship, Bonfucianism, Buddhism, Taoism, and Shintoism the 
worshiper sings. We can not picture the sentimental Hindoo 
speaking all of his prayers, nor the Arab not singing to 
Mohammed. Classic Greece knew and used the vocal art with 
her plastic. We have recalled the Old Testament's constant 
mention of music, have thought of those songs the Christ 
used to sing, have traced the use of song through the here-
sies and movements of the mediaeval church, and come to its 
modern use in Europe andAmerica, including also the Orient 
where missions takes the art as one of her greatest aids. 
A list of sacred solos, duets, anthems and responses, Or a-
torios andCantatas completes any possible contribution which 
has been made. These numbers are almost all favorites of 
those who sing at mrship. They have, in part, been sung 
by the writer, who wishes to testify to their enormous wor-
ship value •• 
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